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STAGE-TERMS IN HELIODORUS’S AETHIOPICA. 


By J. W. H. WALDEN. 


HE superiority of the Aethiopica’ of Heliodorus to the pro- 

ductions of Achilles Tatius, Eustathius, and the other Greek 
novelists, is due in great measure to the dramatic feeling of the 
author. In respect to this dramatic feeling, Heliodorus stands 
quite by himself among the writers of the class to which he 
belongs. No other of the novelists has succeeded in developing 
the plot of his narrative with so much skill and ingenuity,” or in 
imparting to the action so much movement and interest. Besides 
giving a character to the whole composition, however, his liking for 
the drama has led him to make a large number of references — 
some more, some less direct— to the earlier dramatists,® and to use, 


1 The references to Heliodorus in this paper are, except when otherwise stated, 
to page and line of Bekker’s ed., Teubner, 1855. 

2 The plot is as a whole carefully put together, but there seem to be one 
or two loose threads. Thus, from 6, 17, it would appear that the pirates, who 
lie scattered about on the shore dead, were Egyptians, or men so nearly like 
Egyptians in general appearance that they could be mistaken for them: ἡ παῖς 
dvévevoe, καὶ μέλανας ἰδοῦσα τὴν χροιὰν καὶ τὴν ὄψιν αὐχμηρούς, ef μὲν εἴδωλα τῶν 
κειμένων ἐστέ, φησίν. ... Τὶ ἴδ necessary to the description on pp. 27 and 28, how- 
ever, to understand that they were men who would pass for Ionians, 27, 25 : γένος 
μέν ἐσμεν Ἴωνες, and 28, 5: ἄλλων δὲ πολιτῶν els πλῆθος τῶν μὲν κατὰ τὴν αὐτὴν 
ὁλκάδα συνεισβάντων. μέλανας in the first passage does not mean dack (cf. 69, 27, 
of an Ethiopian: τὴν χροιὰν δὲ ἀκριβῶς uédas), but still the term would hardly fit 
Ephesian πολῖται. On page 38, Thyamis, the robber-chief, is taken prisoner. 
When he next turns up (p. 161), it is as the newly-elected captain of the Βησσαεῖς. 
Three days at the most have intervened between his capture and his election, and 
no intimation is given of what happened to him between the two events. There 
has been time for him, however, to fall upon the royal troops with his new band 
and carry off Theagenes (cf. 161, 23). On page 36, Thyamis supposes he has 
killed Charicleia. When the two next meet (p. 186), there is no surprise on the 
part of Thyamis. We have to understand, doubtless, that Theagenes has explained 
matters to him. For another oversight (p. 137, 30: εὐκραεῖ τῷ πνεύματι), see 
Koraes’s note to Bk. V, chap. 17. 

3 Principally Euripides. Koraes in his commentary notes many, though not all, 


of these references. 
I 


2 J. W. ἢ. Walden. 


generally metaphorically, a large number of stage-terms.! Many of 
these terms present no peculiarities, but others show sonie interest- 
ing uses that deserve more than a passing glance. The present is a 
collection of all the stage-terms used by Heliodorus. The discus- 
sions do not in all cases profess to contain positive results, but 
they may help toward an understanding of some of the passages. 
Such words as present no peculiar uses, I have registered for the 
sake of completeness. 

In dealing with a writer like Heliodorus, who wrote with a certain 
amount of dramatic instinct, and employed his stage-terms freely 
and in a metaphorical way, we may feel that there is a strong pre- 
sumption that he is taking his figures from what he and his readers 
had before them in the theatre of their own day. It would be hard 
to believe that his uses of the terms contain antiquarian references to 
the theatre of several centuries before his time. On the other hand, 
we must not look, in a work of this sort and at the hands of such 
an author, for too much carefulness and clearness. It may even be 
doubted whether Heliodorus always uses his terms with technical 
accuracy. Yet there seems to be no good reason for supposing that 
he does not so use them; the most probable supposition is that he 
reflects the usage of the people of his day. 

It would be a point of importance to know exactly when Helio- 
dorus lived and wrote. Except within wide limits, however, his 
date is quite uncertain. We are probably safe in saying that the 
Aethiopica was written not earlier than 250 a.D., and not later than 
400 A.D.? 


I. δρᾶμα. 


The word δρᾶμα bespeaks our attention first, not only as being 
the stage-term most often used by the Alexandrian and Byzantine 
novelists, but because it was apparently the generic term applied to 


1 It is of course nothing unexpected to find a writer of this period referring 
often to the early writers. Both in this respect, however, and in respect to the 
use of dramatic terms, Heliodorus takes precedence of the other novelists. 

2 See Christ, Geschichte der Gr. Lit, p. 604, and Rohde, Der Gr. Roman, 
Ρ. 466. 
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the whole class of compositions to which the Aethiopica belongs.? 
As found in the novels themselves, the word, according to the 
common statement, oftenest means an action or event such as 
would form the subject of a stage-drama of the tragic sort, a 
“‘pathetisches Ereigniss.”? The history and meaning of what is 
apparently the generic use of the word —of its use in application 
to the compositions themselves—have been the subject of some 
difference of opinion. Nicolai® connects this use with the one just 
mentioned. ‘Dieser Ausdruck geht wohl auf die ungliicklichen 
Schicksale, mit denen die Hauptpersonen dieser Romane stets zu 
ringen haben und welche ihnen eine Aehnlichkeit mit den Helden 
der Tragédie verleihen, von welcher Dichtungsart das Wort δρᾶμα 
vorzugsweise gebraucht wurde.”’ Rohde,‘ on the other hand, sees 
in it a reference to the technical division of διηγήματα given us 
by the rhetoricians: “. .. unter dramatischen Ersiéhlungen so\che 
verstanden werden, welche zwar erfundene, aber der Méglichkeit 
thatsdchlicher Ereignisse nachgebildete Stoffe behandeln; drama- 
tische nannte man sie darum, weil sie, als erfunden und doch der 
MoOglichkeit nicht widersprechend, den Gegenstanden der (neuen) 
Komddie ahnlich waren.” In view of this difference of opinion, it 
may be worth while to review the evidence in the case once again, 
somewhat more in detail than has yet been done. And first it 
will be well to see exactly how the word is used by the authors 
themselves. 


(1) Hetiodorus. 


a) Twice the word refers specifically to a dramatic piece, a play. 

244, το, καὶ ἦν ὥσπερ ἐν δράματι προαναφώνησις καὶ προεισόδιον τὸ 
γινόμενον. 

311, 4, viv τὴν κορωνίδα τῶν ἀγαθῶν καὶ ὥσπερ λαμπάδιον δράματος. 


Whatever the explanation of these passages, the reference in 


1 The word, however, was, as will be seen later on, of wide application, and 
perhaps in its transferred uses it never wholly lost its metaphorical character. 

3 Rohde, Gr. Rom., p. 4505. See also p. 3503 and p. 545. 

8 Ueber Entst. u. Wesen des Gr. Rom., Ὁ. 823. 

4 Gr. Rom., p. 350f., 351%. See also Susemihl, Gesch. d. Gr. Lit: in d. Alex, 
II. p. 5744. 


4 J. W. Ἢ. Walden. 


δράματι and δράματος is to theatrical plays,’ and therefore the word 
need not detain us here. 


δ) 129, 1-7, τοιοῦτον παίζει καθ᾽ ἡμῶν πόλεμον, ὥσπερ σκηνὴν τὰ 
ἡμέτερα καὶ δρᾶμα πεποιημένος " τί οὖν οὐχ ὑποτέμνομεν αὐτοῦ τὴν 
ἊΣ “-“ ~ 
τραγικὴν ταύτην ποίησιν, Kai τοῖς βουλομένοις ἀναιρεῖν ἐγχειρίζομεν, μή 
πῃ καὶ ὑπέρογκον τὸ τέλος τοῦ δράματος φιλοτιμούμενος, καὶ αὐτόχειρας 

ἡμᾶς ἑαυτῶν ἐκβιάσηται γενέσθαι ; 


δρᾶμα is here helped out by σκηνήν and τραγικὴν ποίησιν. The 
reference in all three expressions is to the long series of adventures 
encountered by Charikleia and Theagenes on land and sea. They 
form the material, in a way, of a play such as might be represented 
in the theatre, in which the two, Charikleia and Theagenes, are the 
central figures. It is not necessary to understand that shipwrecks, 
rapes by pirates, and similar scenes, were represented in the theatre. 
The point of resemblance seems to lie in the fact that there were 
adventures, that there was action, in connection with certain charac- 
ters, and (in this particular case) that there was a tragic element in 
this action. 


ὦ 185, 9-20, dre δὴ . .. ἦ πόλις δὲ ὥσπερ ἐκ θεάτρου περιεστῶσα τοῦ 
τείχους ἠθλοθέτει τὴν θέαν, τότε δή πως εἴτε τι δαιμόνιον εἴτε τύχη τις 

3 θ , , ΝΥ 2, δι 3 ὕδι κ᾿ ὃ, ia 
τἀνθρώπεια BpaBevovoa, καινὸν ἐπεισόδιον ἐπετραγῴδει τοῖς δρωμένοις, 
4 3 > ,ὕ ὃ ,ὕ 3 Ἂς Ν᾽ ΄ Ν Ν 
ὥσπερ εἰς ἀνταγώνισμα δράματος ἀρχὴν ἄλλου παρεισφέρουσα, καὶ τὸν 
Καλάσιριν εἰς ἡμέραν καὶ ὥραν ἐκείνην ὥσπερ ἐκ μηχανῆς σύνδρομόν τε καὶ 
3 3 a x» a Ν a ϑι, an is 2 4 
οὐκ εὐτυχῆ θεωρὸν τῷ περὶ ψυχῆς ἀγῶνι τῶν παίδων ἐφίστησι. 


The brothers Thyamis and Petosiris are engaged in ἃ μονομαχία 
before the walls of the city. This is the δρᾶμα, or at least that 
part of the δρᾶμα which is being enacted. In the middle of the 
contest, or rather before the contest has really begun, and while 
Thyamis is chasing his brother round the city, Kalasiris, the father 
of the two, appears on the scene. This is the καινὸν ἐπεισόδιον. 
Here again it is the action, the event, the thing that takes place, 
that is conceived of asa drama. The people on the walls of the 





1 See, however, for the latter passage, p. 347 below. 
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city direct it ὥσπερ ἐκ θεάτρον The figure is continued further 
on, when Charikleia unexpectedly comes up, 186, 29, ἕτερον ἐγίνετο 
παρεγκύκλημα τοῦ δράματος ἡ Χαρίκλεια. And again, 188, 2, ἐφ᾽ 
ἅπασι δὲ τὸ ἐρωτικὸν μέρος τοῦ δράματος, ἡ Χαρίκλεια καὶ ὁ Θεαγένης 
ἐπήκμαζον. The father has reconciled the two brothers ; the lovers, 
Charikleia and Theagenes, have recognized each other; amid great 
rejoicing they all enter the city. The whole succession of events, 
then, from the beginning of the hand-to-hand contest to the return 
into the city, is a δρᾶμα. In this case the idea of a τραγικὴ ποίησις 
seems not to be so prominent as in the preceding. Indeed, it may 
be questioned whether there is any such idea in the passage at all. 
Petosiris runs at the first onset of Thyamis, and the contest which 
is no contest ends amid a scene of general rejoicing. Perhaps the 
most that can be said is that it is a piece of action, an event, — what 
we should call a scene without any side implication as to the nature 
of the scene. 


@) 69, 7, ἐπετραγῴδει τούτῳ τῷ δράματι καὶ ἕτερον πάθος ὃ δαίμων, 
καὶ τὴν μητέρα μοι τῆς παιδὸς ἀφαιρεῖται τοῖς θρήνοις ἐγκαρτερήσασαν. 


The first misfortune was the death of his (Charikles’s) daughter 
on the night of her marriage. The use of the word δρᾶμα in this 
passage shows a considerable advance upon its use in the passages 
previously considered. It seems to mean nothing more than (tragic) 
event, but there is a color to the expression which is gained from its 
theatrical associations. The death of the daughter is conceived of 
as an event, an action, to which the priest is in a way subjected by 
the god. It is worthy of note that πάθος is here used as a synonym 
of Spauc. There will be occasion to touch upon this point farther 
on.? Attention may also be called to ἐπετραγῴᾶδει. 


€) 168, 5, οὕτω τὸ δρᾶμα τὸ περὶ ἡμᾶς εἰς ἄπειρον ἐμηκύνατε, καὶ 
πᾶσαν λοιπὸν σκηνὴν ὑπερφθέγγεται. 


1 There is, as it happens, a striking resemblance between this scene and the 
actual stage scene in Eurip. Phoen. 1210 ff. Such a connection, however, is of 
course not necessary to explain the use of the δράματος here in Heliodorus. 
Many features of this scene, it may be remarked, are borrowed from II. XXII. 

2 See p. 17 below. 


6 J. W. H. Walden. 


The address is to the gods, and the δρᾶμα is the whole series of 
misfortunes through which Charikleia has passed. ‘They surpass 
any drama seen on the stage.’ 


J) Similar to the above is 6, 25, λύσατε τῶν περιεστηκότων ἀλγεινῶν, 
φόνῳ τῷ καθ᾽ ἡμῶν δρᾶμα τὸ περὶ ἡμᾶς καταστρέψαντες. 

5) 48, το, ὡς κἀγώ σε καὶ κειμένην ἔχω δι᾿ ὑποψίας, καὶ σφόδρα δέδοικα 

Ἂς Ἂν Xr / 2 Ν € A ΄ , a XN Ν 3 , € 2 ’, 
μὴ καὶ πλάσμα ἐστὶν ἡ Δημαινέτης τελευτή, κἀμὲ μὲν ἠπάτησαν οἱ ἐξαγγεί- 
λαντες, σὺ δὲ καὶ διαπόντιος ἥκεις ἑτέραν καθ᾽ ἡμῶν σκηνὴν ᾿Αττικὴν καὶ ἐν 
Αἰγύπτῳ τραγῳδήσουσα. ---οὐ παύσῃ . .. οὐ γὰρ δὴ κἀμέ γε καὶ τὴν ἐμὴν 
ὄψιν εἴποις ἂν ὡς ἐγοήτευσεν, οὐδὲν κοινωνοῦντα τοῦ δράματος. 


Thisbe has been the moving agency in an elaborate plot against 
Knemon at Athens. The latter now sees her lying dead at his feet, 
but distrusts her even so. Theagenes, however, who has had no 
connection with the events at Athens, reassures him. 


Δ) 172, 21, πλῆθος τι κειμένων νεκρῶν ὁρῶσι νεοσφαγῶν, τῶν μὲν 
πλειόνων Περσῶν εἶναι τῇ στολῇ τε καὶ καθοπλίσει γνωριζομένων, ὀλίγων 
δὲ a 3 Ἂ %. , Ν “.. Ν a » 

ὲ τινῶν ἐγχωρίων. καὶ πόλεμον μὲν εἶναι τὸ δρᾶμα εἴκαζον. 


The δρᾶμα in this case seems to be far remote from anything con- 
nected with the theatre, but it still contains the underlying notion of 
action, something that has taken place: ‘they conjectured that what 
had taken place was a war.’ 


7) 62, 7, καὶ dpa σοι τὸ δρᾶμα καθάπερ ἐπὶ σκηνῆς τῷ λόγῳ δια- 
σκευάζειν. 


The δρᾶμα here referred to is Kalasiris’s narrative, which extends, 
with a few interruptions, through part of Bk. II, Bk. III, Bk. IV, 
and part of Bk. V. Knemon tells Kalasiris that it is time for him 
to begin his narrative, to arrange the action of his story as he 
would arrange the action of a play. This is a very important pas- 
sage, for it is one of the two undoubted cases in which the word 
δρᾶμα is used by the novelists with reference distinctly to a story.’ 
Rohde says? that the novelists used no technical term in speaking 


1 The other being Eustathius, XI, 23; see p. 13 below. 
2 Gr. Rom., p. 350. 
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of their productions. There may be a question in regard to this 
statement, as we shall see later; but δρᾶμα, referring to Kalasiris’s 
narrative, is at least started on the way toward being such a tech- 
nical term. As this is an undoubted case of δρᾶμα referring to a 
story, it is important for our purpose that we find out if we can, just 
what Heliodorus meant by the word. For that purpose, we must go 
back a little way in the story. Knemon (Bk. II, chap. XXI) comes 
upon the old man Kalasiris wandering on the banks of the Nile in 
apparent distress of mind. The two question each other and strike 
an acquaintance. At length the old man proposes that they cross 
the river and enter the village, promising to entertain Knemon and 
tell him the story of his life, as well as to give Knemon an oppor- 
tunity to tell his story. The two enter the old man’s abode. Then 
Knemon questions his host again. Kalasiris answers that he has 
been very unfortunate, his children have been kidnapped, and he has 
wandered long and far in search of them, But the old man refuses to 
tell his tale until after supper. Supper being disposed of, Knemon 
starts the conversation thus: 62, 3, ὃ Διόνυσος, εἶπεν, οἶσθα, ὦ πάτερ, 
ὡς χαίρει μύθοις καὶ κωμῳδίας φιλεῖ. κἀμὲ δὴ οὖν τὰ νῦν εἰσῳκισμένος 
ἀνίησι πρὸς τὴν ἀκρόασιν, τόν τε ἐπηγγελμένον πρὸς σοῦ μισθὸν ἀπαιτεῖν 
ἐπείγει. (εἰσῳκισμένος refers of course to the wine Knemon has 
drunk. The last words are explained by saying that Knemon had 
promised to restore Kalasiris’s children safe and sound if he, Kala- 
siris, would repay him by narrating his adventures.) Then follow 
the words καὶ wpa σοι, etc. To what do μύθοις and κωμῳδίας refer? 
The words might conceivably mean stories, narratives Would this 
interpretation, however, be applicable in the present case? Else- 
where Heliodorus understands Hermes to be the god who is pleased 
with stories: 137, 15, τὸν Ἑρμῆν τῷ Διονύσῳ συγκαθιδρύων καὶ λόγων 
ἥδυσμα τῷ πότῳ cwvavaxéwv. . . . οὐκ ἔστι δὲ ὅπως μᾶλλον ἂν τις τὸν 
Ἑρμῆν ἱλάσαιτο ἢ τὸ οἰκειότατον ἐκείνῳ λόγους εἰς εὐωχίαν ἐρανιζόμενος. 
κωμῳδίας must mean here properly comedies, and in that case μύθοις 
must refer to tragedies. For μῦθοι in the sense of tragedy themes, 
cf. Ach. Tat. I, 3, τὰ γὰρ ἐμὰ μύθοις ἔοικε, and I. 8, ὅσων ἐνέπλησαν 
μύθων γυναῖκες τὴν σκηνήν. If we follow this interpretation of the 


1Cf£. Rohde, Gr. Rom., p. 351%. 


8 J. W. H. Walden. 


words, Knemon is represented as saying : ‘ You know that Dionysus 
is pleased with tragedies and likes comedies. And so, having estab- 
lished himself in me, he gives me the same liking, and it is time for 
you to bring on your play now.’ It is not necessary to understand 
the passage to imply that the δρᾶμα in question contained both 
μῦθοι and κωμῳδίαι ; simply, as far as the language goes, it may be 
either the one or the other. As a matter of fact, it is much more of 
a tragedy than a comedy. I would call attention to the words καθάπερ 
ἐπὶ σκηνῆς τῷ λόγῳ διασκευάζειν, as showing that the prominent idea 
in Heliodorus’s mind in connection with the word δρᾶμα is that of 
action. 


(2) Achilles Tatius. 


4) Once the word means a play properly. 


I, 8, ἀλλ᾽ εἰ μὲν ἰδιώτης ἦσθα μουσικῆς γνώσεως, Pyvoas ἂν τὰ τῶν 
γυναικῶν δράματα: νῦν δὲ κἂν ἄλλοις λέγοις, ὅσων ἐνέπλησαν μύθων 
γυναῖκες τὴν σκηνήν. 


All we have to notice here is that δράματα are tragedies rather 
than comedies. 


® 

δ) I, 3, ἐδέησεν οὖν τῷ πατρὶ γυναικὸς ἑτέρας, ἐξ ἧς ἀδελφή μοι KadAr- 

re ’,ὔ ἧς ἐδό Ν a ‘ 4 a ε “ A Ἂ ε δὲ 
γόνη γίνεται. καὶ ἐδόκει μὲν τῷ πατρὶ συνάψαι μᾶλλον ἡμᾶς γάμῳ - ai δὲ 

« a : , , "» uaa a > 
μοῖραι τῶν ἀνθρώπων κρείττονες, ἄλλην ἐτήρουν μοι γυναῖκα. . . . ἐπεὶ 

x ι » » 2 ~ 4 ‘ 4 ε AY > ΄ 
γὰρ εἶχον ἔννατον ἔτος ἐπὶ τοῖς δέκα, καὶ παρεσκεύαζεν 6 πατὴρ εἰς νέωτα 
ποιῆσαι τοὺς γάμους, ἤρχετο τοῦ δράματος ἡ τύχη. 


δράματος here refers to the whole series of events which follow and 
make up the book. It is explained more fully by a passage in the 
preceding chapter: τὰ γὰρ ἐμὰ μύθοις ἔοικε. μύθοις are here tragedy 
themes, as in the passage I, 8. Cf. also 2, μύθων ἐρωτικῶν. 


¢) I, 9, ἐγὼ δὲ πρὸς τὸν Κλεινίαν καταλέγω μου τὸ δρᾶμα, πῶς ἐγένετο, 
πῶς πάθοιμι, πῶς ἴδοιμι, τὴν καταγωγήν; τὸ δεῖπνον, τὸ κάλλος τῆς κόρης. 


τὸ δρᾶμα refers to the course of Kleitophon’s love for Leukippe. 


4) V, 5, ὑφαίνει yap πέπλον ἄγγελον, καὶ τὸ δρᾶμα πλέκει ταῖς κρόκαις. 


11 have followed in general the edition of Jacobs, 1821. 
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Tereus cuts out Philomela’s tongue, but she tells the story of 
her sufferings in her handiwork. Cf. below in the same chapter, 
πρὸς αὐτὴν ἃ πέπονθε τῇ κερκίδι λαλεῖ, and καὶ τηροῦσι ἔτι τοῦ πάθους 
τὴν εἰκόνα. 

δ᾽ VI, 3, ἐμοὶ δὲ 4 συνήθης τύχη πάλιν ἐπιτίθεται, καὶ συντίθεται κατ᾽ 
ἐμοῦ δρᾶμα καινόν. 

J) VII, 5, κἀγὼ πάντα τὰ κατὰ τὴν ἀποδημίαν τὴν ἀπὸ Τύρου διη- 
γοῦμαι . . . ἕν μόνον παρῆκα τῶν ἐμαυτοῦ δραμάτων, τὴν μετὰ ταῦτα πρὸς 


Μελίέττην αἰδῶ. 


The meaning of δραμάτων is very restricted here. The word refers 
to the events which befell the speaker, or in which the speaker took 
a part. 


5) VIII, 5, ὃ δὲ Σώστρατος καὶ ἐπεδάκρυεν, εἴ ποτε τὸ κατὰ Aev- 


κίππην ἐγεγόνει δρᾶμα." 


Sostratus shed tears whenever the adventures of Leukippe were 
touched upon (in the narrative). 

h) VIII, 9, τὸ yap δρᾶμά σου τὸ ἐπὶ τῶν ἀγρῶν ἠκούσαμεν. 

1) VIII, το, τὸ δὲ τελευταῖον του δράματος, πᾶσαν ἀπεκάλυψε τὴν 
αἰδῶ. 

VIII, 15, οὐκ ἐρεῖς ἡμῖν τὸν μῦθον τῶν τῆς Φάρου λῃστῶν, καὶ τῆς 
ἀποτμηθείσης ἐκεῖ τὸ αἴνιγμα κεφαλῆς, ἵνα σου καὶ ὁ πατὴρ ἀκούσῃ; τοῦτο 
γὰρ μόνον ἐνδέει πρὸς ἀκρόασιν τοῦ παντὸς δράματος. 


The last two passages show us δρᾶμα verging on the meaning “2077. 
Thus τοῦ παντὸς δράματος refers of course to ‘the whole adventure,’ 
but it may also be considered as the narrative of the adventure. 


k) V, 3, Πρόκνης yap εἶχε φθορὰν, καὶ τὴν βίαν Typéus, καὶ τῆς γλώττης 
τὴν τομήν. ἦν δε ὁλόκληρον τῇ γραφῇ τὸ διήγημα τοῦ δράματος, ὁ πέπλος, 
ὁ Τηρεὺς, ἡ τράπεζα." III, 7, τὸ μὲν τῆς ᾿Ανδρομέδας δρᾶμα τοῦτο. 


1 Hirschig : ὁπότε [τὸ] κατὰ Λευκίππην ἐγεγόνει [δραμα.}] Hercher: ὁπότε κατὰ 
Λευκίππην ἐγεγόνειν. See Hercher’s adnotatio critica, p. xxxi. I see no good 
reason for bracketing and changing the person against the consensus of the MSS., 
which are with Jacobs. 

2 The text is on the face of it corrupt. Φιλομήλας, not Πρόκνης, is needed. See 
Hercher’s σα, crit., p. xxiv, and Jacobs, p. 761. 


10 J. W. H. Walden. 


The last passage refers to a painting of the story of Andromeda. 
2) II, 28, οὐκ ἐρεῖς, ἔφη, τὴν κατασκευὴν rod δράματος ; 
Referring to an attempted rape. 


m) VI, τό, φέρε πάλιν ἐνδύσωμαί3 pov τὸ δρᾶμα: φέρε πάλιν περί: 
θωμαι τὴν Λάκαιναν. 


Here δρᾶμα seems to be almost equal to πρόσωπον. The transi- 
tion is of course one from the idea of playing a part. The 
girl is playing a part in representing herself to be ἃ slave. 
This is brought out more fully a few lines earlier in the same 
chapter: dpa ἀποκαλύψασα τοῦ δράματος τὴν ὑπόκρισιν, διηγήσομαι τὴν 
ἀλήθειαν; Here δράματος refers to the deception she is practising. 
The use may be the same in VII, 2, ὡς οὖν ὁ ἄνθρωπος ἐγένετό pov 
πλησίον, καὶ τοῦ δράματος ἤρχετο, where the man was put into the 
same apartment with Kleitophon to play a part. More probably, 
however, the word is used simply of action, without any idea of 
deception, as in I, 3, above (p. 8), ἤρχετο τοῦ δράματος ἡ τύχη. 

n) Quite peculiar is I, 10, μὴ τοίνυν ὀκνήσῃς, ἐὰν ἀνθισταμένην αὐτὴν 
ἴδῃς, ἀλλ᾽ ἐπιτήρει πῶς ἀνθίσταται. σοφίας yap κἀνταῦθα δεῖ. κἂν μὲν 
προσκαρτερῇ; ἐπίσχες τὴν βίαν " οὕπω γὰρ πείθεται " ἐὰν δὲ μαλθακώτερον 
ἤδη θέλῃς, χορήγησον τὴν ὑπόκρισιν, μὴ ἀπολέσῃς σου τὸ δρᾶμα. 


The passage is part of a recipe for making love. The idea is 
apparently, ‘so as not to spoil your game’; δρᾶμα being equal to 
πρᾶγμα, res. 

0) ITI, 23, Ὦ θάλαττα ἄγνωμον, ἐφθόνησας ἡμῖν ὁλοκλήρου τοῦ τῆς 
φιλανθρωπίας σου δράματος. 


Menelaus and the two lovers have been saved, but the sea has 
not completed its act of benevolence; Kleinias is lost. The force 
of δρᾶμα here is hard to grasp. The act of benevolence by which 
the three have been brought out of the shipwreck safe is apparently 
thought of as an adventure to those involved.* 


1 Hercher: συσκευὴν. 2 Here Jacobs reads future indicative. 

3 Compare scaena used similarly in Apul. Met. IV, 20. 

4 In VIII, 5, Hercher reads ἐπεὶ δὲ κατὰ τὴν Μελίτην ἐγενόμην ἐξῇρον τὸ δρᾶμα 
ἐμαυτοῦ, where the MSS. have not δρᾶμα, but πρᾶγμα. 
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(3) ustathius. 


a) II, 6, τὸ δὲ περὶ ταύτας δρᾶμα καὶ τίνες αὗται μαθεῖν ἐζητοῦμεν 
φιλοπονώτερον. 


Hysminias, while walking in the garden, sees a picture in which 
are represented four maidens. Their attitude and costume suggest 
that they are symbolical in some way—that there is some story 
connected with them. He is at a loss to understand what it all 
means and who the maidens are. Then he sees an inscription, 
which runs: Φρόνησις, ᾿Ισχύς, Swppootvn καὶ Θέμις, and this explains 
to him the painting. The use of δρᾶμα in this passage may be com- 
pared to its use in Ach. Tat., V, 3, and III, 7, quoted above (p. 9). 
In no one of the three passages is any actual drama in the writer’s 
mind, built upon the theme in question, though such might conceiv- 
ably be thought to be the case in the passages from Achilles Tatius. 
The word signifies, what has taken place or the narrative of what has 
taken place— the story. It is worthy of note that, though there is of 
course a tragical element in the δράματα of Tereus and Andromeda, 
there is hardly any such in the present case. It is not true that 
δρᾶμα always and of necessity refers to a tragical event. The present 
passage explains one further on: II, 8, ἔχω cov, teyvira, τὸ αἴνιγμα, 
ἔχω gov τὸ δρᾶμα . εἰς αὐτόν cov βάπτω τὸν νοῦν. After explaining to 
himself satisfactorily the meaning of the four maidens, he looks 
about and discovers a second picture. Upon learning the key to 
this, which is also symbolical, he utters the words just quoted. 
Meaning suits as a translation of the word very well. What the 
word, without doubt, does not signify in this case is the deed, per- 
JSormance, production of the artist. Rather, it refers to the story 
which he has symbolized in his work. 


b) V, το, καὶ τὸν νοῦν ὅλον καταλαβοῦσα τοῦ δράματος εὐχαριστεῖ μοι 
τῷ σχήματι. 
The explanation of the words is this: The occasion is a meal at 


which the two lovers are present. The cup is handed to Hysminias, 
He begins to drink, but bethinks himself, and, with a few words of 


1 have followed in general Hilberg’s edition, 1876. 
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chiding to Kratisthenes for having handed it to him out of his turn, 
bids him give it first to Hysmine, who reclines directly opposite. 
She understands, and touches the cup with her lips at the spot at 
which Hysminias has drunk. The whole proceeding is of course a 
device for bringing about this very result. δράματος may refer dis- 
tinctly to the act of Hysminias ; I think, however, that the reference 
is not quite so definite, and that the figure is still that of a play. 
The whole proceeding may be considered as a sort of δρᾶμα (a piece 
of acting). Here there cannot possibly be any side idea of a ¢ragical 
proceeding. 


6) VI, 13, ἐγώ σοι καθυπηρετήσω τῷ δράματι ' καὶ, χαίροις, εἰπών μοι 
περὶ τὴν διασκευὴν τοῦ πράγματος ᾧχετο. 

VI, 16, τὸ πᾶν ἐκκαλύψω τοῦ δράματος. Cf. in same chapter, τὸ 
μηκέτι πρὸς ἀναβολὰς χωρεῖν μοι τοῦ πράγματος. 

VII, 3, καὶ ὅλῳ καθυπηρετήσει τῷ δράματι. 


These three passages refer to one and the same thing. Hysminias 
undertakes to carry off (with her own consent) Hysmine, and Kratis- 
thenes promises to assist him. Here, as in V, το, above, affair, 
proceeding, rather than acé, is the translation of the word. Cf. the use 
of πρᾶγμα in these passages. 


d@) VIII, 11, τὰ δ᾽ ἄλλα ζητοῦσα μαθεῖν ὅλον δρᾶμα ζητεῖς καὶ ὅλον 
τραγῴδημα. 

VIII, 14, ὅλον δρᾶμα τὰ κατὰ σὲ καὶ ὄντως τραγῴδημα. 

IX, το, ὅλον γὰρ δρᾶμα τὸ καθ᾽ ἡμᾶς ἀνεπλάττετο. 


The reference in the first two passages is to the adventures of 
Hysminias ; in the last, to those of Hysminias and Hysmine. The 
use of δρᾶμα is here the same as we have already seen it to be in 
many cases in Heliodorus and Achilles Tatius. It is the same in 
the following passages. After Hysmine has been freed from her 
captivity and united to Hysminias, the priest speaks thus: XI, 12, 
εἶτα σοὶ μὲν ᾿Απόλλων ἐλευθερίαν χαρίζεται καὶ τὸν καλὸν τοῦτον Ὑσμινίαν 
ἐπινυμφεύει σοι" σὺ δ᾽ οὐδ᾽ αὐτὸ δὴ τὸ κατὰ σὲ δρᾶμα θύσεις ᾿Απόλλωνι, ἵν᾽ 
αἰωνίζον εἴη τὸ διήγημα καὶ μὴ φθίνον τὸ τερατούργημα; ὃ μέγας ᾿Απόλλων 


1 For a different reading see Hercher. 
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οὕτω καινῶς ἐφ᾽ ὑμῖν φοιβάζων reparovpyd; The δρᾶμα here refers to 
Hysmine’s adventures ; τὸ κατὰ σὲ δρᾶμα θύσεις ᾿Απόλλωνι Means νἱτί- 
ually put your adventures (or the account of your adventures) in the 
keeping of the priest of Apollo. This she shortly does by narrating 
what has befallen her. We may notice that δρᾶμα, which would 
seem to mean adventures, is immediately followed by διήγημα, the 
account. Further on Hysminias prays that the memory of the advent- 
ures of Hysmine and himself may never die: XI, 22, σὺ δ᾽, ὦ Τῇ 
μῆτερ, εἰ τὴν Δάφνην φεύγουσαν ἐλεεῖς καὶ κρύπτεις καὶ σώζεις καὶ φυτὸν 
ὁμώνυμον αὐτομάτως γεννᾷς εἰς μνήμης συντήρησιν, εἰ τὸν Ὑάκινθον ἐξ 
ὁμωνύμου φυτοῦ φυλάττεις ἀθάνατον, ἡμῖν οὐ συντηρήσεις τὴν μνήμην, 
φυτὰ δ᾽ οὐκ ἀναδώσεις ὁμώνυμα στήλας ἀθανάτους τῶν καθ᾽ Ὑσμίνην 
ταύτην καὶ τὸν Ὑσμινίαν ἐμέ, ὅλον δρᾶμα τὸ καθ᾽ ἡμᾶς τοῖς φυτοῖς καταζω- 
γραφοῦσα καὶ καταστηλιτεύουσα καὶ τοῖς μεθ᾽ ἡμᾶς φυλάττουσα τὴν μνήμην 
ἀθάνατον; Then at the very close (XI, 23) occurs this paragraph : 
ὅσον μὲν οὖν ἐν ἀνθρώποις ἐρωτικώτερον, τῶν πολλῶν ἐρωτικῶν χαρίτων 
ἡμᾶς ἀποδέξεται, καὶ ὅσον παρθενικὸν καὶ σεμνότερον, τῆς σωφροσύνης 
πάλιν ἀγάσεται "ἷ ὅσον δὲ συμπαθέστερον, ἐλεήσει τῶν δυστυχημάτων ἡμᾶς, 
καὶ οὕτως ἡμῖν ἔσται τὰ τῆς μνήμης ἀθάνατα. ἡμεῖς δὲ καταχαριτώσομεν 
τὴν γραφὴν καὶ ὅλην τὴν βίβλον κατακοσμήσομεν καὶ χάρισιν ἐρωτικαῖς 
καὶ τοῖς ἄλλοις ὅσα βίβλους κοσμοῦσι καὶ τοὺς λόγους κατακαλλύνουσι. 
κλῆσις δ᾽ ἔσται τῇ βίβλῳ τὸ Kal Ὕσμίνην δρᾶμα καὶ τὸν Ὑσμινίαν ἐμέ.3 
Here is an undoubted case in which the word δρᾶμα is used by one 
of these authors in reference to his own work.’ It is true that here 
it seems rather a part of the title of the work than a descriptive 


1 See Hercher here. 

2 The word δρᾶμα occurs in the title of the work in some MSS. Thus, ε: ποίημα 
εὐσταθίου πρωτονωβελεσίμου καὶ μεγάλου χαρτοφύλακος τοῦ μακρεμβολίτου τὸ καθ᾽ ὑσμίνην 
καὶ ὑσμινίαν δρᾶμα. QO: τὸ καθ᾽ ὑσμινίαν καὶ ὑσμίνην δρᾶμα" ποίημα εὐσταθίου φιλο- 
σόφον. These titles, however, probably did not proceed from the hand of Eusta- 
thius in their present form. Cf. Hilberg’s ed., praef., p. XLVII, ff. 

81 am unable to decide just what Rohde’s view on this point is. In his text, 
Gr. Rom., p. 350, he says that the authors themselves seem not to have known or 
made use of a technical term for their compositions. In a note, p. 350', while 
apparently citing the cases in which the technical use of the words δρᾶμα and 
δραματικόν is found, he remarks that Eustathius called his own work τὸ καθ᾽ 
Ὑσμίνην καὶ Ὑσμινίαν δρῶμα. Elsewhere (p. 522), he translates the title: ‘des 
Eustathius des Philosophen Erzahlung von Hysmine und Hysminias.’ 


14 J. W. HT. Walden. 


name of the kind of work, and that there is a slight difference 
between the two. Should we say that the book is “The Adventures 
of Hysmine and Hysminias,” or that it is a story about Hysmine 
and Hysminias? Does δρᾶμα, that is, signify what actually happened 
to the two lovers, or does it refer to the written and finished com- 
position which tells about those adventures? Evidently δρᾶμα is 
used in this title of the work in the same general way in which it 
is used in VIII, 11,14; IX,10; XI, 12,22. The adventures of the 
two lovers have the term δρᾶμα applied to them in XI, 12, and 
XI, 22, because they resemble an actual stage-dpaua and τραγῴδημα 
in their character. This resemblance is stated distinctly enough in 
VIII, 14, ὅλον δρᾶμα τὰ κατὰ σὲ καὶ ὄντως τραγῴδημα ΞΞΞ ‘your adven- 
tures forma perfect drama and a veritable tragedy.’ Primarily, 
therefore, and as used in the title of the work, we must suppose 
the word in question to refer to the δρᾶμα which happened /o the 
two lovers —to their dramatic adventures. Then, as a second step 
in its development, the composition which contains such adven- 
tures, such happenings to people, such action, would itself be 
called a δρᾶμα. 


(4) Chariton? 


a = , ε Ν a , 
4) I, 4, ταῦτα οὖν προκατασκευασάμενος ὃ δημιουργὸς τοῦ δράματος. .. « 
VI, 3, ὅλον τὸ δρᾶμα τοῦτο ἐκείνη κατεσκεύασε. 


Of a plot, in each case. 

δὴ) IV, 4, ἐπεὶ δὲ ἡ φιλόκαινος τύχη δρᾶμα σκυθρωπὸν ὑμῖν περι- 
τέθεικε. ὦ oe 

The reference is to a series of adventures, but the terms used 


would seem to suggest that the idea of a mask was not wholly 
absent from the writer’s mind. 


The word occurs in Theodorus Prodromus as follows?: I, 349, 
IX, 36 (perhaps meaning act, but more probably sragic event) ; 
I, 393 (of a wonderful event); VI, 280 (tragic event); VI, 180 (τὸ 


1 I have used Hercher’s edition, 1859. 
2 Hercher’s edition. (N.B. It is δρᾶμα in five of the eight passages in 
Theodorus.) 
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δρᾶμα τῆς ἐμῆς... τύχης); VIII, 379, 493 (similar to VI, 180); 
IX, 413 (of a humorous experience). The passages need not 
be considered more in detail. Xenophon the Ephesian, Longus, 
Nicetas Eugenianus, and Constantinus Manasses do not use the 
word.* 

We have then one undoubted case in which the word δρᾶμα is 
used by an author in reference to his own composition. An exami- 
nation of the word as found elsewhere in the same author, and as 
used by the other novelists, seems to leave us but one way in which 
to explain its use in this case. The composition of Eustathius is 
called a δρᾶμα because it contains incidents which may be con- 
sidered dramatic, and to which the term δρᾶμα is applied by the 
author himself. Thus in Ach. Tat. VIII, 15, τοῦτο yap μόνον ἐνδέει 
πρὸς ἀκρόασιν τοῦ παντὸς δράματος (see p. 9), both the events and 
the account of the events would come under the head of δρᾶμα. 
In the case of Hel. 62, 7, καὶ dpa σοι τὸ δρᾶμα καθάπερ ἐπὶ σκηνῆς 
τῷ λόγῳ διασκευάζειν (see p. 6), Kalasiris’s adventures, as well as the 
account of those adventures, would be called a δρᾶμα. 

The word dramatic has been used. The question arises, What 
was included under the term? What was the nature of the events 
to which these novelists applied the word Spaya? It is apparent 
from our survey of the uses of the word that its range of application 
is very great. At times it is used of a whole series of adventures ; 
again, it is applied to a single event. It seems to be true, however, 
that whatever is considered as taking place in connection with a 
person or persons—— whatever may be looked upon as a piece of 
action— is a δρᾶμα. That the δρᾶμα in this sense is always a tragic: 
δρᾶμα seems not to be the case. It is true that the word very often 
seems to refer to the tragedy, but not always and necessarily. The 
δρᾶμα in Hel. 185, 16; 186, 29; 188, 2, can hardly be considered of 
a tragic character. The δράματα of Eust. II, 6, and II, 8, seem to 


1 δρᾶμα in the sense of ‘pathetisches Ereigniss’ is probably not found in the 
early literature, though it is used of a stage-effect ; δι. Pl. Apol. 35. In general, 
the early authors use the word with nothing like the freedom of the Alexandrians 
and Byzantines. In the late literature outside of the novelists it is used frequently 
in quite the senses we have observed above; e.g. Walz. Rh. Gr. I, p- 601, Plut. 
de Gen. Soc. 30 (Moral. 596). 


16 J. W. H. Walden. 


have no definite character at all.1 The δρᾶμα of Eust. V, το, is 
rather of the comedy order. Still less is it the case that there is 
any necessary implication in the word of a comedy action. Kala- 
siris’s δρᾶμα is much more of a tragedy in every respect than a 
comedy. It is serious, full of woes, and does not even have a happy 
ending. Even if we could believe that Eustathius’s novel is of the 
character of a comedy, we have Eustathius’s own words to tell us 
that he looked upon it in the light of a tragedy. It may indeed be 
asked if the novels of Heliodorus and Achilles Tatius have not as 
much in common with the Tragedy as with the Comedy. The end- 
ings are happy; that is a feature of the Comedy. Most of the 
characters are every-day characters, similar to those of the Comedy. 
Many of Euripides’s characters, however, are much of the same sort. 
The action of the novels is quite as much of the tragedy as of the 
comedy order. The term dramatic, then, as used above, has no 
necessary implication other than that of action (irrespective of the 
sort of action). 

The only other writer who refers to these compositions as δράματα 
is Photius. It is an interesting fact, and one perhaps not wholly 
without significance, that he uses the plural form four times. Thus, 
in reference to Achilles’s novel he says, cod. 87 (66a, 24): πολλὴν 
δὲ ὁμοιότητα ἐν τῇ διασκευῇ Kal πλάσει τῶν διηγημάτων, πλὴν σχεδόν τι 
τῶν προσώπων τῆς ὀνομασίας καὶ τῆς μυσαρᾶς αἰσχρότητος, πρὸς τὰ τοῦ 
᾿Ἡλιοδώρου δράματα φυλάττει. In what sense could Photius speak of 
Heliodorus’s novel as Spdéuara? Elsewhere he uses the singular in 
reference to the same work, cod. 73, (50a, 18): καὶ ἔστιν αὐτῷ ἡ τοῦ 
δράματος ὑπόθεσις Χαρίκλεια καὶ Θεαγένης. He can hardly be referring, 
in using the plural, to the several books, as ἱστορίαι and χρηστομάθειαι 
and πραγματεῖαι might be used of the several books of a treatise. 
The division into books in the present case seems quite arbitrary ; 
there is no such natural division of the narrative at these breaks 
that each book might be considered a δρᾶμα in itself. Rather, he 
would seem to conceive of the whole composition in his mind as 
containing various small scenes or descriptions. Thus, the account 


1 Cf. also Theod. Prod. IX, 413 above, quite in the sense of πάθος, but of a 
pleasant or humorous experience. 
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of the fight before the walls of the city (Bk. VII, chap. 5 ff.) might 
be thought of as a δρᾶμα, or the description of the meeting of 
Knemon and Kalasiris on the banks of the Nile (Bk. II, chap. 21 ff.). 
In fact, any short account of a piece of action, whatever the char- 
acter of the action, would come under this head; also the action 
itself would be a δρᾶμα. In the same way, Photius calls the work 
of Antonius Diogenes δράματα, cod. 166 (1114, 30): ὃ γοῦν Διογένης, 
ὃ καὶ ᾿Αντώνιος, ταῦτα πάντα Δεινίαν εἰσαγαγὼν πρὸς Κύμβαν τερατευ- 
σάμενον, ὅμως γράφει Φαυστίνῳ ὅτι τε συντάττει περὶ τῶν ὑπὲρ Θούλην 
ἀπίστων, καὶ ὅτι τῇ ἀδελφῇ ᾿Ισιδώρᾳ φιλομαθῶς ἐχούσῃ τὰ δράματα 
προσφωνεῖ. Also, 1114, 30: οὕτω μὲν οὖν καὶ ἐπὶ τούτοις ἡ τῶν δρα- 
μάτων πλάσις τῷ ᾿Αντωνίῳ Διογένει ἐσχημάτιστα. We have not 
Diogenes’s work before us, but only the summary of it which 
Photius gives us. From this summary, however, it would seem 
that the plural δράματα would be rather more descriptive in this 
case than the singular δρᾶμα, though the singular also might 
undoubtedly be used of the work considered as a whole. Photius 
uses the plural also in cod. 94 (734, 27), in speaking of Iamblichus, 
Heliodorus, and Achilles: of γὰρ τρεῖς οὗτοι σχεδόν τι τὸν αὐτὸν σκοπὸν 
προθέμενοι ἐρωτικῶν δραμάτων ὑποθέσεις ὑπεκρίθησαν, ἀλλ᾽ 6 μὲν Ἡλιό- 
δωρος, etc. The plural in this case, however, refers rather to the 
three novels individually than to the various parts of any one of 
the three. Iamblichus’s novel is called a δρᾶμα, Phot. cod. 94 
(744, 4): εἰσὶ δὲ αὐτῷ πεποιημένα τοῦ δράματος πρόσωπα, etc. Else- 
where the word δραματικόν is applied to all these compositions. 
Cod. 73, ἀνεγνώθη Ἡλιοδώρου Αἰθιοπικόν: ἔστι δὲ τὸ σύνταγμα δρα- 
ματικόν. Cod. 87, ἀνεγνώθησαν ᾿Αλεξανδρέως ᾿Αχιλλέως Τατίου τῶν περὶ 


1 With this use of ἐρωτικῶν δραμάτων as an expression descriptive of these 
novels, we may compare certain other expressions. Chariton in the beginning 
of his narrative (I, 1) says that he will tell of a πάθος ἐρωτικόν. πάθος is often 
used by nearly all these writers in a sense about equivalent to δρᾶμα (cf. p. 5). 
Cadmus of Miletus wrote λύσις ἐρωτικῶν παθῶν (Suidas). What is meant is not 
clear; some MSS. omit παθῶν, and neither Bernhardy nor Bekker gives it in the 
text. See Rohde, Gr. Rom., p. 347%. Parthenius in his preface speaks of his 
collection as ἡ ἄθροισις τῶν ἐρωτικῶν παθημάτων. Julian (I, p. 386, ed. Hertlein; 
cf. Rohde, p. 3494) uses the term ἐρωτικαὶ ὑποθέσεις ; cf. also Phot. cod. 94 (766, 26), 
τὸ πάθος τῶν ἀδελφῶν. And elsewhere often. 


18 J. W. H. Walden. 


Λευκίππην καὶ Κλειτοφῶντα λόγοι η. ἔστι δὲ δραματικόν, ἔρωτάς τινας 
ἀτόπους ἐπεισάγον. Cod. 94, ἀνεγνώθη ᾿Ιαμβλίχου δραματικόν, ἔρωτας 
ὑποκρινόμενον. Cod. 166, ἀνεγνώθησαν ᾿Αντωνίου Διογένους τῶν ὑπὲρ 
Θούλην ἀπίστων λόγοι κδ΄. δραματικὸν οἱ λόγοι. If our interpretation 
is correct, the word implies nothing one way or the other as to 
the tragedy or comedy character of the events narrated in the 
works, but states simply that the works are works of adventure — of 
action about people. The use of certain dramatic expressions in the 
passages from Photius may be noticed (ὑπεκρίθησαν, ὑποκρινόμενον, 
ἐπεισάγον), as Showing that the word still retained something of its 
dramatic associations. 


What is to be said about the word δραματικόν as found in the 
rhetorical text-books? The Roman rhetoricians certainly made a 
division of zarrationes into fabula, historia, argumentum. The dif- 
ference between the three terms is clearly stated by Quintilian, 
Inst. II, 4, 2, narrationum, excepta gua in causis utimur, tres accepi- 
mus species: fabulam, quae versatur in tragoediis atque carminibus, 
non a veritate modo, sed etiam a forma veritatis remota; argumentum, 
guod falsum, sed vero simile comoediae fingunt,; historiam, in qua est 
gestae rei expositio.. The fabula is not only fiction, but it has no 
likeness to the truth. The argumentum is fiction, but it has the 
appearance of truth. The argumentum differs from the fadula in 
resembling the truth. Both the argumentum and the fabula are 
fiction. Furthermore, the /abulJa is found in tragoediae, the argu- 
mentum in comoediae. It is supposed that the Greek equivalents 
of fabula, historia, argumentum are respectively μυθικόν, ἱστορικόν, 
δραματικόν." The most detailed exposition of διηγήματα is found in 
Nicolaus, Rhet. Gr. Speng. III, p. 455 f., ἔτι τῶν διηγημάτων τὰ μέν 
ἐστι μυθικά, τὰ δὲ ἱστορικά, τὰ δὲ πραγματικά, ἃ καὶ δικανικὰ καλοῦνται, 
τὰ δὲ πλασματικά. μυθικὰ μὲν τὰ οὐκ ἀναμφισβητήτως πιστευόμενα, 
ἀλλ᾽ ἔχοντα καὶ ψεύδους ὑπόνοιαν, οἷα τὰ περὶ Κυκλώπων καὶ Κενταύρων " 
ἱστορικὰ δὲ τὰ τῶν ὁμολογουμένως γενομένων παλαιῶν πραγμάτων, οἷα 


1 Cf. Cic. de Inv. I, 19, 27; Auct. δά Herenn. I, 8, 12; Victorinus, I, 17, p. 199 
(Halm. Rh. Lat. Min.). 
2 Rohde, Gr. Rom., p. 3517; Susemihl, Gr. Zit, 11, p. 5745. 
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τυχὸν τὰ περὶ ᾿Επιδάμνου : πραγματικὰ δὲ ἤτοι δικανικὰ τὰ ἐν τοῖς πολι- 
τικοῖς ἀγῶσι λεγόμενα: πλασματικὰ δὲ τὰ ἐν ταῖς κωμῳδίαις καὶ τοῖς 
ἄλλοις δράμασιν. κοινωνεῖ δὲ τὰ μὲν μυθικὰ τοῖς μύθοις τῷ ἀμφότερα 
δεῖσθαι πίστεως + [τὰ δὲ] διαφέρει, ὅτι ὁ μὲν μῦθος [6] τῶν ὁμολογουμένως 
ψευδῶν, τὰ δὲ μυθικὰ καὶ παρ᾽ ἄλλων ὡς γεγονότα ἱστόρηται, καὶ τῶν 
ἐνδεχομένων ἐστὶ καὶ μή. ἔτι κοινωνεῖ τὰ πλασματικὰ τοῖς μύθοις τῷ 
ἀμφότερα πεπλάσθαι, διαφέρει τῷ τὰ μέν, εἰ καὶ μὴ γέγονεν, ὅμως ἔχειν 
φύσιν γενέσθαι. The πραγματικά or δικανικά are what Quintilian desig- 
nates as gua in causis utimur, and with this class we have nothing 
to do. ἱστορικά, again, correspond to historia. πλασματικά are what 
are elsewhere called also δραματικά. Etymologically the term would 
include both the fadu/a and the ergumentum of Quintilian. Etymo- 
logically δραματικά also might refer to the ¢vagoediae as well as to 
the comoediae. τὰ μυθικά are explained still further a few passages 
earlier, where the question is about μῦθοι; Ὁ. 452, τούτους δέ τινες 
καὶ οὐδὲ μύθους, ἀλλὰ μυθικὰ ἐκάλεσαν διηγήματα, ἀναμιγνύντες αὐτὰ 
τοῖς περὶ τῶν μεταμορφώσεων λόγοις καὶ τῶν ἐκείνοις παραπλησίων. 
Such διηγήματα as are here called μυθικά are not exclusively and 
distinctively themes for tragedy. Such themes as τὰ περὶ Κυκλώπων 
καὶ Κενταύρων do of course appear in tragedies, but it is not easy 
to believe, without some direct evidence of the fact, that tragedies 
as a unit were classed as μυθικά and excluded from δραματικά. We 
are not under the necessity of considering (as Rohde does consider, 
P- 351%) τοῖς ἄλλοις δράμασιν to refer to novels or fictitious narratives. 
Comedy, as having, at the late period to which Nicolaus belonged, 
the more vigorous existence, would perhaps naturally come first to his 
mind and be expressed first. So in another definition of δραματικά 
a few lines earlier, p. 455, δραματικὰ δέ, ὅσα ἀπ᾿ αὐτῶν τῶν ὑποκειμένων 
προσώπων ἐστὶ μόνον, μὴ παρεμφαινομένου τοῦ συντιθέντος προσώπου, εἶτα 
τὰ κωμικὰ πάντα καὶ τραγικά. In the sentence ἔτι κοινωνεῖ τὰ πλασ- 
ματικὰ τοῖς μύθοις, etc., Rohde apparently (p. 351") understands τοῖς 
μύθοις as if it were τοῖς μυθικοῖς. Nicolaus, however, makes a point 
of distinguishing the two terms. If we understand τὰ πλασματικά to 
refer to dramatic themes in general (and not exclusively to comedy 
themes), we are told that comedy themes and tragedy themes 
resemble μῦθοι in being fictitious, but differ from them in contain- 
ing matter that is like the truth. The only other rhetor who gives 
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us the class μυθικά is Hermogenes,! Speng. II, p. 4, τὸ μὲν yap 
εἶναι μυθικόν, τὸ δὲ πλασματικὸν ὃ καὶ δραματικὸν καλοῦσιν, οἷα τὰ τῶν 
τραγικῶν, τὸ δὲ ἱστορικόν, τὸ δὲ πολιτικόν. Here we even have the 
δραματικόν explained as τὰ τῶν τραγικῶν; Rohde (p. 3511) would 
change this to τὰ τῶν κωμικῶν. Other references are as follows: 
Apthon. Speng. II, p. 22, τοῦ δὲ διηγήματος τὸ μέν ἐστι δραματικόν, 
τὸ δὲ ἱστορικόν, τὸ δὲ πολιτικόν - καὶ δραματικὸν μὲν τὸ πεπλασμένον, 
ἱστορικὸν δὲ τὸ παλαιὰν ἔχον ἀφήγησιν, etc. Anon. Walz. Rhet. I, 
p. 128, ἔστι δὲ τούτου τὸ μὲν δραματικὸν ἢ πλασματικόν, τὸ δὲ πολιτικόν, 
ὅπερ ἐστὶ πραγματικὸν καὶ δικανικόν, τὸ δὲ ἱστορικόν. Mat. Cam. Walz. 
I, p. 122, τούτου δὲ τὸ μέν ἐστι δραματικόν, ὡς πεπλασμένον, τὸ δὲ 
ἱστορικόν, τὸ παλαιὰν ἔχον ἀφήγησιν, τὸ δὲ πολιτικόν, εἰο.5 Whether 
the omission of τὸ μυθικόν in these writers is due to simple careless- 
ness, or whether there was felt a tendency to extend the πλασματικόν 
(δραματικόν) so as to include even the μυθικόν, which Nicolaus says 
were also fictitious, it is not easy to say. The same omission is 
found in Sex. Math. I, 252, in Asklep. Myrl., περὶ γραμματικῆς (see 
Susemihl, II, p. 5744): τῆς yap ἱστορίας τὴν μέν τινα ἀληθῆ εἶναί φησι, 
τὴν δὲ ψευδῆ, τὴν δὲ ὡς ἀληθῆ, καὶ ἀληθῆ μὲν τὴν πρακτικήν, ψευδῆ δὲ τὴν 
περὶ πλάσματα καὶ μύθους, ὡς ἀληθῆ δὲ οἷα ἐστὶν ἡ κωμῳδία καὶ οἱ μῖμοι. 
Here the ἀληθῇ is τὸ πολιτικόν, and not τὸ ἱστορικόν ; the φευδῇ is 
οἱ μῦθοι, and not τὸ μυθικόν; the ὡς ἀληθῆ is τὸ δραματικόν. Though 
Tragedy in this case is not mentioned, it is not necessarily excluded. 
Similar is Mart. Capell. V, p. 185 (Eyssenh.), xarrationum genera 
sunt quattuor: historia, fabula, argumentum, negotialis vel indicialis 
assertio. historia est ut Livit. fabula neque vera est neque veri similis, 


11 purposely omit above the passage Anon. Seguer. Speng. Rh. Gr. I, p. 435 
(see Thiele, Neue Jahrb. f. Phil. u. Paed. 147, 1893, p. 407), αἱ μέν εἰσι βιωτικαί, al 
δὲ ἱστορικαί, αἱ δὲ μυθικαί, αἱ δὲ περιπετικαί, both because dpayarixal are not men- 
tioned and because the meaning of some of the other terms is too uncertain. For 
recent discussions of this passage, I refer to Thiele, ‘ Aus der Anomia,’ Festschrift, 
Berlin, 1890, p. 124 ff. (not seen); Jahr. f. Phil. u. Paed. 147, 1893, p. 403 ff; Rohde, 
Rhein. Mus. 48, 1893, p. 1367, 138; K. Biirger, Hermes, 27, 1892, p. 345 ff. Two 
passages which might be brought to bear on the discussion are Dionys. Thrax, 2, 
and Schol. to same in Bekk. Anec. II, p. 747. See also Susemihl, II, p. 574% 
Plutarch wrote μυθικὰ διηγήματα (Jul. Imp. Orat. VII, 2278). 

2 Cf. Priscian’s translation given below. 

8 Two of these three compilations are virtually epitomes of the third. 
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ut ‘Daphnen in arborem versam. argumentum est, quod non facta 
sed guae fieri potuerunt continet, ut in comoediis ‘patrem timeri’ et 
‘amari meretricem. Cicero in the passage already referred to 
(p. 18"), de Inv. I, 19, 27, gives as examples of fadula, historia, 
argumentum, the following lines respectively : — 


‘angues ingentes alites, iuncti tugo... 


‘Appius indixit Karthaginiensibus bellum. 
‘Nam is postquam excessit ex ephebis.’ 


What is meant by /adu/a in all these cases is sufficiently clear, and 
it is doubtless the truth that more such lines as the first of these 
three would be found in tragedies than in comedies. It may reason- 
ably be questioned, however, whether the Greek term δραματικόν was 
ever so restricted in its meaning as the Latin term argumentum 
appears in some cases to have been.’ There is certainly no evidence 
that such was the case. There is nowhere in the Greek passages 
a statement to the effect that τὰ μυθικά were τὰ τῶν τραγικῶν, while 
there are at least two passages (one, to be sure, less certain than 
the other) in which it is stated that τὰ δραματικά were τὰ τῶν 
τραγικῶν. Priscian, in his translation of Hermogenes, repeats this 
statement, Praeexercit. Rhetor. 2, narratio est expositio rei factae vel 
quasi factae .. . species autem narrationis guattuor sunt, fabularis, 
fictilis, historica, civilis. fabularis est ad fabulas supradictas perti- 
nens, fictilis ad tragoedias sive comoedias ficta, historica, ad res 
gestas exponendas.* 


1It is interesting to find the word /adu/a, which was of course a term of 
general application, but was applied by the rhetoricians specifically to tragedy 
themes, used once in direct contrast to ¢ragoedia. Apul. Met..X, 2, iam ergo, lector 
optime, scito te tragoediam, non fabulam legere. 

? After τὸ μυθικόν was applied to that which is both fictitious and impossible 
and τὸ ἱστορικόν to that which has actually happened, we may suppose a need to 
have been felt for a word to apply to that which lies between the two— the 
fictitious but possible. τὸ πλασματικόν, the fictitious, and, because the fictitious- 
possible was best known through the drama, τὸ δραματικόν, were the words used. 
In proportion as things actually impossible found a place in tragedy, to that extent 
would there be the tendency to restrict τὸ πλασματικόν (and with it τὸ δραματικόν) to 
comedy. This restriction seems not to have obtained in Greek, as was apparently 
more or less the case with the corresponding words in Latin. Even if δραματικόν 
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It does not appear, therefore, that the word δραματικόν as used 
by the Greek rhetors had an exclusive reference to the Comedy. 
Much less is it probable that the words δραματικόν and δρᾶμα, as 
used by Photius in reference to the novelists, had such a restricted 
meaning. Nor does it seem to be true that the fictitious-possible 
was what was had in mind. It is not by any means the case that 
the events described in the novels are always such as resemble the 
truth (ἔχειν φύσιν γενέσθαι). The most noteworthy example of this is 
the τῶν ὑπὲρ Θούλην ἀπίστων λόγοι κδ΄ of Antonius Diogenes, which, 
in common with the erotic novels, is called by Photius δραματικόν 
and δράματα (see p.17). All of the tales therein told were apparently 
πλασματικά, but many of them might very well come under the head 
of μυθικά, as far as their probability or possibility is concerned.’ 
The only respect in which they seem to resemble the drama proper 
is in being descriptive of action.? The δρᾶμα as thus understood, 
then, would be a narrative or description of any sort that told about 
happenings, adventures, whether those happenings were within the 
bounds of possibility and probability or not ; whether they (and the 
πρόσωπα) were pure inventions of the author or not. 


were so used, it would not necessarily carry δρᾶμα with it. μυθικόν, as Nicolaus 
tells us, was something different technically from μῦθος. τὸ πλασματικόν is not the 
best word to describe the idea of the fictitious-possible, because it is capable of 
expressing too much. Asa fact the word was used of the fictitious in general. 
Photius (cod. 90) speaks of some of Libanius’s λόγοι as πλασματικοί, but he of 
course has nothing in mind resembling either comedy or tragedy. So he may 
have used τὸ δραματικόν in a less technical way than the rhetorical hand-books 
define it. Cf. Philostr. Vita Apol. V, 16,... ἀλλὰ τῶν δραματικωτέρων καὶ ὧν οἱ 
ποιηταὶ θρυλοῦσιν " ἐκεῖνοι μὲν γὰρ Τυφῶ τινα ἢ ᾿Εγκέλαδον δεδέσθαι φασίν... . 

1Cf. Phot. cod. 129, of Lucan and Lucian’s Oxos, γέμει δὲ ὁ ἑκατέρου λόγος 
πλασμάτων μὲν μυθικῶν. 

3 From the recently published fragments of a new Greek novel, U. Wilcken, 
Hermes, 28, 1893, p. 161 ff. a new fact appears. Wilcken finds the greatest 
difference between this novel and all the rest to be in the traditional character 
of the plot. P. 185: “Der Held unseres Romanes ist nun nicht eine frei in der 
Phantasie des Dichters geschaffene Figur, sondern, wie schon bemerkt, kein 
anderer als der sagenhafte Griinder Nineves.” P. 191: “Dass unser Roman 
keine frei erfundene Fabel hat, ist wohl als der grésste Unterschied von den 
iibrigen zu bezeichnen.” Ninos’s campaigns are described in detail. Wilcken 
conjectures that the heroine was Semiramis. 
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Before passing to the word θέατρον it may be worth while to 
remark that there seems to have been more than one definition of 
the word δραματικόν known to the rhetors themselves. Cf. Nicolaus, 
Speng. III, p. 455, ἀφηγηματικὰ μέν, ὅσα ἀπὸ μόνου τοῦ ἀπαγγέλλοντος 
προσώπου εἰσίν, οἷα τὰ παρὰ Πινδάρῳ: δραματικὰ δέ, ὅσα ἀπ᾿ αὐτῶν τῶν 
ὑποκειμένων προσώπων ἐστὶ μόνον, μὴ παρεμφαινομένου τοῦ συντιθέντος 
προσώπου, εἶτα τὰ κωμικὰ πάντα καὶ τραγικά" μικτὰ δὲ τὰ ἐξ ἀμφοῖν 
τοῦ τε συντιθέντος καὶ τῶν ὑποκειμένων συγκείμενα προσώπων, οἷα τὰ 
Ἡροδότου καὶ Ὁμήρου. In the earlier literature δρᾶμα was of course 
a word of general application. It may be questioned whether 
the μῦθοι δραματικοί which Nicostratus is said to have composed 
(Hermog. Speng. Rh. 11, p. 420, és ye καὶ μύθους αὐτὸς πολλοὺς ἔπλασεν, 
οὐκ Αἰσωπείους μόνον, ἀλλ᾽ οἵους εἶναί πως καὶ δραματικούς) and which 
Rohde (Gr. Rom., p. 352) apparently considers a sort of incipient 
novel, were not as likely themes for tragedy as for comedy.’ One 
would like to know the nature of the δράματα mentioned by Photius, 
cod. 279 (end), καὶ μὴν καὶ Σερήνου γραμματικοῦ ἐν διαφόροις μέτροις 
δράματα διάφορα. . .. καὶ οὗτος (Andronicus Hermopolites) δὲ δραμάτων 
ἐστὶ ποιητὴς, διαφόροις μέτροις τοὺς λόγους ἐντείνων. . . . συντίθησι δὲ καὶ 
οὗτος (Horapollon γραμματικός) δράματα τῷ ὁμοίῳ τύπῳ. Τί is not 
an impossible supposition that some of them at least were short 
narrative poems on themes similar to those contained in the collec- 
tion of Parthenius (praef.: μάλιστα σοὶ δοκῶν ἁρμόττειν, Κορνήλιε 
Τάλλε, τὴν ἄθροισιν τῶν ἐρωτικῶν παθημάτων ἀναλεξάμενος ὡς ὅτι μάλιστ᾽ 
ἐν βραχυτάτοις ἀπέσταλκα. . . . αὐτῷ τε σοὶ παρέσται εἰς ἔπη καὶ 
ἐλεγείας ἀνάγειν τὰ μάλιστα ἐξ αὐτῶν ἁρμόδια. . .). The samples 
contained in the προγυμνάσματα of the rhetoricians also occur to 
us. I may refer here to an article by O. Immisch in Rhein. Mus., 
44, Ρ. 553, on the δράματα τραγικά of Pindar. Immisch concludes 
thus as to the meaning of δρᾶμα and δράματα τραγικά (p. 557): 
“ Proclus befindet sich dabei ganz innerhalb des von Rohde a. a. O. 
behandelten Sprachgebrauches, dem zu Folge δρᾶμα urspriinglich 
das ‘gefahrliche, bedenkliche Ereigniss’ selbst, dann aber auch die 
Darstellung solcher Ereignisse bezeichnet, ahnlich etwa wie unser 
aventiure. Wir diirfen also den Satz aufstellen: δράματα τραγικά 


1 Cf. the passage above from Philostratus, where μῦθοι δραματικοί are illustrated. 
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bedeutet in spdterer Zeit nichts als schlechthin Darstellungen von 
ernsten, ergreifenden oder furchtbaren Stoffen, und wenn wir uns 
der weitverbreiteten Gleichsetzung von ¢ragisch und heroisch erinnern, 
so diirfen wir auch behaupten: Darstellungen heroischen Inhaltes.” 
δράματα τραγικά, then, as applied to the poems of Pindar (Suidas 
s. v. Πίνδαρος), would be descriptive of the character of the contents 
of the poems (sid. p. 558): “Die fragliche Angabe ist vielmehr 
eine zusammenfassende Characterisirung der gesammten melischen 
Dichtungen Pindars. .. .”’ The reference to Rohde is Gr. Rom., 
p. 350, but Immisch misunderstands Rohde’s position. It is Nicolai 
who derives the generic use of the word δρᾶμα from the meaning 
‘gefahrliches, bedenkliches Ereigniss.’ Rohde opposes this view 
(see p. 3, above). The view that has been suggested here is that 
δρᾶμα signifies a representation of action of any sort, whether tragic 
or not. There seems almost a tacit acknowledgment that this is so 
in Immisch’s own words, for a distinction is there made between 
δράματα and δράματα τραγικά. Why should the adjective τραγικά be 
necessary if δράματα itself means representations of ‘gefahrliche, 
bedenkliche Ereignisse’? δράματα κωμικά are also spoken of; 
cf. Diog. Laert. IX, 110, of Timon. The passage in Proclus, upon 
which Immisch lays stress, is Com. in Remp. Plat., p. 53, 5 (Schoell), 
where Proclus, speaking of the lines in the Republic (p. 615¢) where 
the Pamphylian tyrant Ardiaeus is referred to (γέροντά τε πατέρα 
ἀποκτείνας καὶ πρεσβύτερον ἀδελφὸν καὶ ἄλλα δὴ πολλά τε Kal ἀνόσια 
εἰργασμένος), 5805: ὅσα κατατείνει περὶ τῶν ἐν Αἰιδου λήξεων, περί τε 
τὸ στόμιον τὸ μυκώμενον καὶ τὰ τραγικὰ περὶ τὸν ᾿Αρδιαῖον δράματα δια- 
τρίβων (cf. p. 57, 34). Immisch calls special attention to the last 
περί as tending to show that δράματα means not ‘die Thaten des 
Ardiaeus selbst,’ but ‘das Verweilen Platos bei den von Ardiaeus 
erzahlten furchtbaren Geschichten’ (p. 557). It is to be said that 
the περί does not make this view a necessary one, as a consideration 
of two other passages will show. The first is from Proclus, p. 109, 8, 
where the same Ardiaeus and his δράματα are in question: ἑπόμενον 
δὴ τὰς ἐκ τῶν ὑπογείων τόπων τοῦτο τὸ πάθος ὑπομένειν, διὰ μὲν τὰ ἐν 
Αιδου δράματα καὶ μάλιστα τὰ περὶ τὸν ᾿Αρδιαῖον ἐκτρεπομένας τοὺς 
τυραννικοὺς βίους, φερομένας δὲ ὅμως ὡς αὐχμοῦ καὶ κόνεως μεστὰς εἰς 
τὰς χθονίας ζωὰς καὶ τὴν ἀλογίαν δηλον (ότι). It is harder to take 
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τὰ περὶ Tov ᾿Αρδιαῖον (δράματα) here as meaning ‘the account of the 
doings of Ardiaeus.’ The other passage is Hel. 168, 5, οὕτω τὸ 
δρᾶμα τὸ περὶ ἡμᾶς εἰς ἄπειρον ἐμηκύνατε, where δρᾶμα cannot mean 
narrative. δράματα τραγικά referred sometimes to the τραγῳδίαι 
proper, as Demosth., de Falsa Leg. 247, and Aelian, Var. Hist. XIII, 
18, and so E. Hiller, Hermes, 21, p. 363, understands the δράματα 
τραγικά of Timon (Diog. Laert. IX, 110). The βουκολικὰ δράματα 
of Theocritus (Suidas, 5. v. Mécxos) are still different (cf. Hiller, 
p. 3623). For the uses of κωμῳδία and τραγῳδία see Immisch’s 
article. Attention may be called to the epic poem called Orestis 
tragoedia (Behrens, Poet. Lat. Min. V, p. 218 ff.), which is generally 
thought to have been written by Dracontius. A Greek poem similar 
to this and having a similar title would doubtless have been called 


a δρᾶμα. 


2. θέατρον. 


The word θέατρον occurs nine times, and shows some interesting 
uses, Fora general discussion of the various uses of the word in 
Greek literature, Albert Miiller’s Lehrbuch der Griechischen Biihnen- 
alterthiimer, p. 48 £., may be consulted. 


a) Used of the theatre structure itself, the word occurs 119, 8, καὶ 
τὸ θέατρον ἐγίνετο νυκτερινὸν βουλευτήριον. A place of assembly for 
the people. In 121, 13, the meeting breaks up and the people pre- 
pare for war, τὸ δὲ θέατρον εἰς τὸν πόλεμον διελύετο. Here the word 
refers accurately not to the building but to those assembled in it. 
The name is easily transferred, of course, from the building itself 
to the assemblage. 


6) The word refers in one instance distinctly to the auditorium. 
185, 12, ἧ πόλις δὲ ὥσπερ ἐκ θεάτρου περιεστῶσα τοῦ τείχους ἠθλοθέτει 
τὴν θέαν. τὴν θέαν is the contest between Thyamis and Petosiris 
before the walls of the city. The people on the wall are as a row 
of judges. 

4) The word is used, as in earlier Greek, of the audience. 
97, 13, καὶ φανεῖσα πᾶν μὲν τὸ θέατρον ἐφ᾽ ἑαυτὴν ἐπέστρεψεν, ἔφθη δὲ 
τάχα οὐδεὶς τὸν Θεαγένους ὀφθαλμόν. 
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251, 7, τότε δὴ καὶ of Αἰθίοπες πλησιάσαντες ὥσπερ ἀπ᾽ ἐκκλησίας τῶν 
πορθμείων πρὸς τὸ πολιορκούμενον θέατρον τοιάδε ἔλεγον. 


It will be noticed that in the latter of these two cases the refer- 
ence is not to a real audience assembled in a theatre, but to the 
people of a besieged town who are standing on the walls of the city, 
waving flags of truce. 


4) A. Miiller leaves it undecided whether θέατρον was ever used 
of the play itself or not; p. 49: ‘‘Wenn ferner Lexikographen 
lehren, dass θέατρον auch fiir Schauspiel oder Theaterstiick stehe, so 
sind die fiir diese Bedeutung anzufiihrenden Stellen derart, dass 
auch der als der erste aufgestellte Gebrauch des Wortes zugelassen 
werden kann.” The passages from the Lexicographers referred to 
are Hesych. Oéarpov: θέαμα ἢ σύναγμα, and Phot. θεατήρ - ὃ τὸ θέατρον 
ὁρῶν, ἢ τὸ θέατρον συνιστῶν. The word is used metaphorically οὗ a 
spectacle twice in Heliodorus. 

4, 7, καὶ μυρίον εἶδος ὃ δαίμων ἐπὶ μικροῦ τοῦ χωρίου διεσκεύασεν, 
οἶνον αἵματι μιάνας καὶ συμποσίοις πόλεμον ἐπιστήσας, φόνους καὶ πότους, 
σπονδὰς καὶ σφαγὰς ἐπισυνάψας, καὶ τοιοῦτον θέατρον λῃσταῖς Αἰγυπτίοις 
ἐπιδείξας. οἱ γὰρ δὴ κατὰ τὸ ὄρος θεωροὺς ἑαυτοὺς τῶνδε καθίσαντες οὐδὲ 
συνιέναι τὴν σκηνὴν ἐδύναντο. 

249, 10, τέλος δὲ τὰς χεῖρας εἰς τοὺς πολεμίους ὀρέγοντες τοῖς χώμασιν 
ἐφεστῶτας καὶ θέατρον τὰ πάθη τὰ ἐκείνων ποιουμένους. 


There is one similar passage in Achilles Tatius, I, τό, καὶ τὸ 
θέατρον ἐπιδεικνύναι τῶν πτερῶν (of a peacock). Liddell and Scott 
give, 1 Ep. Cor. 4, 9, θέατρον γενηθῆναι = θεατρίζεσθαι. 


€) 77, 28, ἐπεὶ δὲ ἡ πομπὴ καὶ ὃ σύμπας ἐναγισμὸς ἐτελέσθη -----. καὶ 
μὴν οὐκ ἐτελέσθη, πάτερ, ὑπολαβὼν ὃ Κνήμων. ἐμὲ γοῦν οὔπω θεατὴν ὁ 
σὸς ἐπέστησε λόγος, ἀλλ᾽ εἰς πᾶσαν ὑπερβολὴν ἡττημένον τῆς ἀκροάσεως 
καὶ αὐτοπτῆσαι σπεύδοντα τὴν πανήγυριν ὥσπερ κατόπιν ἑορτῆς ἥκοντα, τὸ 
“-“ ’ ΄ ε a > ΄ Ν ,ὔ Ν 14 
τοῦ λόγου, παρατρέχεις, ὁμοῦ τε ἀνοίξας καὶ κλείσας τὸ θέατρον. 


The question of a curtain in the Greek theatre has been much 
discussed. See A. Miiller, p. 168 ff., and the references there given. 
There is no passage which obliges us to assume a curtain, and 
indeed the question would seem to be decided for the theatre of 
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the 5th century B.c. if we consider the stage as eliminated. Perhaps 
no further evidence for the general use of a curtain at a later 
time is needed than the well-known passages in Ovid and Horace 
and the other Latin authors... The passage given above may point 
to some device for separating the part of the theatre devoted to the 
scenery and players from the auditorium. The explanation of the 
passage is as follows: Kalasiris is describing to Knemon a Delphic 
festival, He mentions the procession, and is then about to dismiss 
the subject with the words ἐπεὶ δὲ ἡ πομπή, etc., and proceed with his 
story. But Knemon, who wishes to be informed of all the proceed- 
ings, interrupts with the words καὶ μὴν οὐκ ἐτελέσθη, etc. Kalasiris, 
in simply touching upon the procession and then dismissing it, has 
drawn the curtain aside for a moment and then immediately closed 
it again. Such may be the idea. It is not impossible, however, to 
understand the passage as referring to the opening of the back 
scene and the action of the ἐκκύκλημα, or even, less specifically, 
to the opening of the theatre. Of course we could not in any 
case assume more than that there was something of the sort in 
Heliodorus’s time simply. 


SJ) 135, 11, καὶ ἦν ἡ γραφή, παιδαρίσκος ἐποίμαινε πρόβατα, χαμαιζήλῳ 
Ν , ‘A A 2 a, Ν δὲ x, a > fs ’, 
μὲν πέτρᾳ πρὸς περιωπὴν ἐφεστώς, τὴν δὲ νομὴν τῇ ἀγέλῃ πλαγίοις 
3 ed Ψ ‘ me 2 A ε 207 Ν > , Ν Ν 
αὐλήμασι διατάττων. τὰ δὲ ἐπείθετο, ὡς ἐδόκει, καὶ ἠνείχετο πρὸς τὰ 
ἐνδόσιμα τῆς σύριγγος ποιμαινόμενα. . . . ἐγέγραπτο καὶ ἀρνειῶν ἁπαλὰ 
, εἰ ε Ν > Ἂν ἊΨ ἊΝ = ΄ >. id e Ν ᾿ 
σκιρτήματα ' καὶ οἱ μὲν ἀγεληδὸν ἐπὶ τὴν πέτραν ἀνατρέχοντες, of δὲ περὶ 
Ν a ’, > , 2 ’΄ ‘\ , 3 ἣν 
τὸν νομέα κύκλους ἀγερώχους ἐξελίττοντες, ποιμενικὸν θέατρον ἐπεδείκνυσαν 
τὸν κρημνόν. 


The position taken by the flute-player during the performance of 
a play is not known.? In the regular cyclic choruses he stood in 
the centre of the chorus.’ A. Miiller understands the θυμέλῃ in the 
Greek theatre to be a platform erected for the evolutions of the 
chorus,‘ though he implies that there was also a platform of some 


1 See Miiller, p. 1693; cf. Apul. Met. X, 29 (on Grecian soil), and I, 8. 

2 Haigh, The Attic Theatre, p. 276. 

8 Cf. Wieseler, Ueber die Thymele des Griech. Theaters, p. 42, and references. 
4 Bihnenalt., p. 129. 
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sort for the flute-players and the cithara-players.1_ Apparently, how- 
ever, he does not look upon this as being in the centre of. the 
orchestra.?, He opposes O. Miiller’s view, that the θυμέλῃ was an 
altar in the centre of the orchestra about which the chorus made its 
evolutions, and on the steps of which the leader of the chorus took 
his stand. Pickard, in his Der Standort der Schauspieler und des 
Chors im Griechischen Theater des fiinften Jahrhunderts, p. 12 ff., 28 f£., 
has recently gone back nearer to O. Miiller’s position.* He places 
the musicians on a part of the θυμέλη in the centre of the orchestra. 
The passage from Heliodorus quoted above is decisive in regard 
to the position of the αὐλητής, though whether it is not an inde- 
pendent cyclic chorus the writer has in mind rather than a dramatic 
chorus, is not so certain. Heliodorus is describing the workmanship 
on an amethyst. The youth stands upon a rock, he says, and guides 
his herds by the music of his flute. The young rams sport about 
him. Some surge toward the rock, others wheel in circles about it. 
In so doing, ποιμενικὸν θέατρον ἐπεδείκνυσαν τὸν κρημνόν." It is clear 
that the young rams, running and frisking, suggest to Heliodorus 
a chorus dancing, but the meaning of θέατρον here is peculiar. 
ποιμενικὸν θέατρον cannot be a pastoral spectacle; the whole scene, 
including rock and rams, might be called a spectacle, but hardly 
the rock alone. The reference cannot be to a stage, for the chorus 
would perform its evolutions before or on the stage, not round it. 
The words ποιμενικὸν θέατρον ἐπεδείκνυσαν τὸν κρημνόν = ‘thereby 
(ie. by running and jumping and wheeling their circles) they.make 
the rock (for the time being) a pastoral θέατρον. The reference is 
clearly to a pulpitum of some sort, upon which the flute-player took 
his stand and about which the chorus performed its evolutions. 
It seems probable that this pw/pitum was in the centre of the 
orchestra, and was the θυμέλη, or at least some part of the θυμέλη. 
The words of Heliodorus would seem to imply that he had in mind 
something resembling the cyclic choruses rather than the regular 
square chorus of the tragedy, but whether an independent cyclic 


1 p. 130, and references. 2 p. 368". 

3p. 131. 4 So Haigh, p. 132 ff. 

5 We are reminded of the dolphins in Ov. Met. III, 685, zxgue chori ludunt 
Spectem, etc. 
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chorus or one in conjunction with a play, it is impossible to deter- 
mine. In any case the passage is pretty clear evidence on the 
position taken by the flute-player in some choruses in the theatre 
in the time of the writer. It is perhaps hard to believe that 
choruses of any sort were so common in the age of Heliodorus as 
such a reference, applied to his own times, would seem to imply.? 
On the other hand, it is hardly conceivable that in an allusion of 
this sort he could refer to anything that was not more or less 
familiar to himself and his readers—that he could have in mind 
a feature that belonged to a period several centuries earlier than 
himself and was known only as an antiquity. A difficulty arises 
in connection with the position of the θυμέλη in the time of Helio- 
dorus. After the theatre had acquired a stage, the θυμέλη came 
somewhere near the line of division between the stage and the 
orchestra (see Suidas and Et. Mag. 5. v. σκηνή). Under such a 
condition of things, where are we to suppose the flute-player to 
have stood, when it happened that his services were needed in 
conjunction with a chorus? Probably still, in any case, in the 
centre of the chorus. 


3. σκηνή. 


The uses of the word σκηνή in Heliodorus do not offer much 
variety. It is used of the ‘stage’ (or that part of the theatre 
devoted to the actors) and of a spectacle. 


a) For σκηνή in general of the ‘stage,’ see A. Miiller, Biahknenalt., 
p. 53. The following are the passages in Heliodorus : — 


44, 22, τὴν δὲ ἀπροσδόκητον τῆς κειμένης ἐπίγνωσιν ὥσπερ ἐπὶ σκηνῆς 
δαίμονας ἀπεδίδρασκες. 
Ἂς, ἂν 3 a ΄ oN a a Ed iF: 
62, 7, καὶ dpa σοι τὸ δρᾶμα καθάπερ ἐπὶ σκηνῆς τῷ λόγῳ διασκευάζειν. 
3 a 4 28 a an i , 
100, 28, ἠρχόμην ὥσπερ ἐπὶ σκηνῆς τῆς ὑποκρίσεως. 
132, 20, καὶ τίς ὃ καθάπερ ἐπὶ σκηνῆς ἀναγνωρισμός. 
284, 22, θυγατέρα ἐμὴν ὥσπερ ἐπὶ σκηνῆς ἐξ ἀπόρων ἑαυτὴν καὶ οἷον ἐκ 
μηχανῆς ἀναφαίνουσα. 


1 And yet witness the elaborate chorus and ballet in Apul. Met. X, 29 ff. 
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It will be observed that the expression is the same in all these 
passages. Cf. Arist. Poet. 24, 4, τὸ ἐπὶ σκηνῆς. . . μέρος. 


5) In five cases the word means a sfectacle. This meaning is not 
recorded by A. Miller, though Liddell and Scott refer to Anth. P. 
10, 72, σκηνὴ πᾶς ὃ Bios. 

4, 9, καὶ τοιοῦτον θέατρον λῃσταῖς Αἰγυπτίοις ἐπιδείξας. οἱ yap δὴ 
κατὰ τὸ ὄρος θεωροὺς ἑαυτοὺς τῶνδε καθίσαντες οὐδὲ συνιέναι τὴν σκηνὴν 
ἐδύναντο. 

48, 6, σὺ δὲ καὶ διαπόντιος ἥκεις ἑτέραν καθ᾽ ἡμῶν σκηνὴν ᾿Αττικὴν καὶ 
ἐν Αἰγύπτῳ τραγῳδήσουσα. 

129, 2, ὥσπερ σκηνὴν τὰ ἡμέτερα καὶ δρᾶμα πεποιημένος. 

168, 6, οὕτω τὸ δρᾶμα τὸ περὶ ἡμᾶς εἰς ἄπειρον ἐμηκύνατε, καὶ πᾶσαν 
λοιπὸν σκηνὴν ὑπερφθέγγεται. 

175, 18, σκηνῆς τινὸς οὐκ εὐαγοῦς μέν, ταῖς δὲ Αἰγυπτίαις ἐπιχωρια- 
ζούσης θεωρὸς ἐγίνετο. 


The idea of scene here is not that of scenery, but of the acted 
drama. 


4. λαμπάδιον δράματος. 


310, 26, σὲ γοῦν καὶ πάλαι συμβάλλειν ἐχρῆν ὅτι μὴ προσίενται οἱ θεοὶ 
τὴν εὐτρεπιζομένην θυσίαν, νῦν μὲν τὴν πανόλβιον Χαρίκλειαν ἐξ αὐτῶν 
oe a , ἃ , yA , , , 2 
σοὶ τῶν βωμῶν θυγατέρα ἀναδείξαντες, καὶ τὸν ταύτης τροφέα, καθάπερ ἐκ 

Α πο Ἢ 
μηχανῆς, ἐκ μέσης τῆς Ἑλλάδος ἐνταῦθα ἀναπέμψαντες, αὖθις τὴν πτοίαν 
ΝΥ Ν , ~ , -ν Ν Ἂ, 3 , 7 
καὶ τὸν τάραχον τοῖς προσβωμίοις ἵπποις καὶ βουσὶν ἐπιβάλλοντες, καὶ 
a ,ὔ Ν , , al ε 4 , ta 
τὸ διακοπήσεσθαι τὰ τελεώτερα νομιζόμενα τῶν ἱερείων συμβάλλειν παρέ- 
a \ “ a 9 a , Ψ , , . 
xovres + νῦν THY κορωνίδα τῶν ἀγαθῶν Kal ὥσπερ λαμπάδιον δράματος τὸν 


, ἮΝ , \ ἢ ἐξέ yg 3 ΄ 
νυμφίον τῆς κόρης τουτονι τὸν ξένον νεανίαν ἀναφήναντες. 


Charikleia and Theagenes have been taken captive and reserved 
by the Ethiopian king as a sacrifice to the gods in celebration of his 
victory in war. The preparations are all completed, and the people 
assembled. ‘Then a series of unexpected events takes place, which 
results in the release of the two lovers. Charikleia proves that she 
is the king’s own daughter, who has been exposed, when a child, 
by the queen, but, having been rescued, has been brought up by 
the priest Charikles, and is given her freedom. Charikles, who is 
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supposed to be in Greece, suddenly appears on the scene. A 
giraffe, which is brought as a present to the king by the repre- 
sentative of one of the neighboring tribes, causes a panic among 
the horses and oxen which stand ready to be sacrificed. Theagenes 
shows his strength and skill by quieting a furious steer, and thereby 
gains the good-will of the people. It appears finally (τὴν κορωνίδα 
τῶν ἀγαθῶν καὶ ὥσπερ λαμπάδιον δράματος) that Theagenes, whom 
Charikleia has at first given out to be her brother, is the betrothed 
of the girl. He is released, and human sacrifice is abandoned for 
all future time. The words given above are spoken by Sisimithres 
the priest, who is urging the king to free the prisoner and do away 
with human sacrifice altogether. 

The reference contained in the words λαμπάδιον δράματος is a 
puzzle. The only attempt at an explanation which I have seen is 
that made by Koraes in his commentary to the Aethiopica, Vol. II, 
Ῥ. 367. Koraes, relying upon a passage in Pollux in which the 
λαμπάδιον is mentioned as a comic mask, imagines something here 
not unlike the Commedia dell’ Arte of the modern Italians. He 
supposes that the λαμπάδιον was a character who regularly appeared 
on the stage at a certain period of the action, toward the close of 
the play.1. The passage in Pollux is IV, 151 ff., where the masks 
of the young women of the Comedy are enumerated and described. 
They are given in the following order: λεκτική, ovAn, κόρη, Wevdo- 
κόρη, ἑτέρα ψευδοκόρη, σπαρτοπόλιος λεκτική, παλλακή, ἑταιρικὸν τέλειον, 
ἑταιρίδιον ὡραῖον, διάχρυσος ἑταίρα, ἑταίρα διάμιτρος, λαμπάδιον, ἄβρα 
περίκουρος, θεραπαινίδιον παράψηστον. The λαμπάδιον is described 
thus: τὸ δὲ λαμπάδιον ἰδέαν τριχῶν ἔχει πλέγματος εἰς ὀξὺ ἀπολήγοντος, 
ἀφ᾽ οὗ καὶ κέκληται." Of course it does not follow that, because 

1p. 367, ἐκ τῶν THs κωμῳδίας προσώπων μετενήνεκται τὸ λαμπάδιον " οὐ γὰρ τὸ 
ὑποκοριστικὸν τῆς λαμπάδος ἐνταῦθα σημαίνει, ἀλλὰ πρόσωπον ἣν οὕτως ὀνομαζόμενον, νέας 
γυναικὸς, καθὰ καὶ παρὰ τοῖς νεωτέροις, καὶ μάλιστα τοῖς ᾿Ιταλοῖς, εἰσί τινα πρόσωπα ἐν 
τοῖς θεάτροις, οὐ τοῖς ὀνόμασι μόνον, ἀλλὰ καὶ τῇ ἡλικίᾳ, καὶ τῇ μορφῇ, καὶ τῇ στολῇ, ἣν 
ἀεὶ φέρειν εἰώθασι, καὶ τῷ χρόνῳ, Kad’ ὃν ἐπὶ σκηνῆς προϊέναι νομίζεται, ἰδιάζοντα καὶ 
τῶν ἄλλων ἐξηλλαγμένα. ἣν δὲ τὸ λαμπάδιον τῶν ἐπὶ τῷ τέλει τοῦ δράματος παριόντων 
προσώπων, ὡς γοῦν ἐστιν εἰκάσει ἐκ τοῦ Πολυδεύκους, ὃς ἐν τῇ καταριθμήσει τῶν κωμικῶν 
προσώπων πρὸ δύο τῶν τελευταίων αὐτὸ τίθησιν. 


2So Dindorf. Bekker reads τὸ δὲ λαμπάδιον ἰδέα τριχῶν πλέγματός ἐστιν εἰς 
ὀξὺ, etc. The MSS. are at variance. See Dindorf, IV, p. 828. 
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Pollux mentions the λαμπάδιον near the end of the list, it therefore 
appeared toward the close of the play. Reasoning thus, we should 
be justified in assuming that all the characters mentioned appeared 
in every play and in the order given. Pollux’s order seems rather 
to be based on the relative importance which the characters had, 
either actually or in his thoughts, or on the relative frequency with 
which the masks were used. Perhaps all that we can assume here, 
if we can assume even so much, is that the λαμπάδιον was not one of 
the most important characters in such plays as it appeared (or was 
not one of the most frequently used masks), and that it was either 
a meretrix or a slave-girl. Disregarding, however, Pollux’s order, it 
is quite possible, taking the passage by itself, that Koraes is right, 
but there is nothing, so far as I know, to recommend this view of 
the passage except the one reference to the λαμπάδιον in Pollux. 
We know nothing further about the character, and it is difficult for 
us to believe that the New Comedy had set characters who appeared 
at set points in the action.’ Koraes, after his explanation, acknowl- 
edges that he is not quite clear in his mind as to the meaning of the 
reference, and thinks that perhaps Heliodorus was not clear himself. 
But, whether this latter was the case or not, the phrase must have 
meant something to somebody sometime, and it must have had a 
history. It is possible that the explanation is to be sought in some 
other direction than in that of the Pollux passage. 

Strikingly parallel to the words of Heliodorus is Plut. An Seni 
Respub. IX (Moralia, 789), ὃ δὲ τὸν ἐμβεβιωκότα πολιτικαῖς πράξεσι καὶ 
διηγωνισμένον οὐκ ἐῶν ἐπὶ τὴν δᾷδα καὶ τὴν κορωνίδα τοῦ βίου προελθεῖν, 
ἀλλ᾽ ἀνακαλούμενος, καὶ κελεύων ὥσπερ ἐξ S000 μακρᾶς μεταβαλέσθαι. . .. 
We can hardly doubt that the explanation of each of these two 
passages is the same, but of the two explanations of the present 
passage which I have seen neither seems probable. Liddell and 
Scott (s. v. dais) render: ‘to come to the funeral-torch, i.e. end of 
life.’ Similarly, the translator in Plutarch’s Morals, tr. by several 
hands, cor. and rev, by Goodwin, Vol. V, p. 77: ‘to go on to his 


1 In this connection the Atellan plays of course occur to us, as also a possibly 
existing variety of the Punch and Judy show. But I know of no evidence that 
could help us out on the present passage. 
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funeral torch and the conclusion of his life.’ Liddell and Scott 
further refer to Prop. 4, 12, 46,! viximus insignes inter utramgue 
facem. The two forches here referred to are the marriage torch 
and the funeral torch, but the passage is far from being parallel 
to the Greek passages. In the Latin poem the words in question 
come in quite naturally; the funeral torch has been mentioned in 
line το, and the marriage torch in line 33, and the reference to the 
two torches in line 46 follows quite in order. It is something very 
different to refer without explanation to a single period of a man’s 
life as ¢#e torch of life. There would be as much reason to suppose 
the period referred to was the time of marriage as the time of death. 
Koraes, in his edition of Plutarch’s τὰ πολιτικά, p. 126, remarks that 
the reference in the Plutarch passage is to the torch-race. It is 
hard to see how this can be, however, and Koraes vouchsafes no 
explanation. The expression ἐπὶ τὴν δᾷδα is equally inapplicable, 
whether we understand that in the race the torch was passed from 
hand to hand, or that the aim was to carry a lighted torch from 
starting-point to finish without allowing it to be extinguished.? 
Still, though we reject both these explanations, we seem to have 
made some advance. If the two Greek passages are to receive 
one explanation, does not the use of the word $ats in Plutarch 
make it certain that Heliodorus’s λαμπάδιον was not the mask so 
called? 

Koraes is undoubtedly right in placing the λαμπάδιον δράματος, 
whatever its nature, near the close of the piece. It may come in 
as a climax of some sort, or it may be simply a closing feature of 
the play. Either view would seem to fit the thought of Heliodorus 
(as well as that of Plutarch). Of course it must be a more or less 
common feature of the drama; otherwise, its use, as in Heliodorus, 
would be unintelligible. We are advised by the difficulty of identi- 
fying the λαμπάδιον of Heliodorus with the λαμπάδιον of Pollux, as 


1 Paley, 5, 11, 46. 

2 Quite singular, and perhaps more to the point, is the race described in Hel. 
Bk. IV, chap. τ ff. Charikleia stands at the end of the race-course with a lighted 
torch in her left hand and a palm-shoot in her right. Then Theagenes and another 
start on the run, the contest being apparently to see which shall be the one to 
snatch the torch from the girl’s hand. The palm is the meed of victory. 
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well as by the Plutarch passage, to go back for an explanation to 
the theory of a real torch, which Koraes rejects.! 

The solution may be connected with the solution of another 
unsolved problem — one itself connected with the illustrated manu- 
scripts of Terence. These manuscripts —the Vatican, the Ambro- 
sian, and the Paris —have preceding each play representations of 
the masks used in that play, and before each scene a drawing of the 
characters immediately about to appear. No complete and accurate 
reprint of these drawings has yet been made,? and it is therefore 
impossible to study them as they should be studied,’ but samples 
are given by Seroux d’Agincourt, Aistoire de [ Art par les Monuments, 
and by Wieseler, Zheatergebéude und Denkmaler des Biihnenwesens. 
D’ Agincourt, T. V, Pl. XXXV, 2, and Wieseler, Pl. V, 27, give a 
selection of the masks which precede the Phormio. The selection 
consists of six masks, and in addition there is a lighted torch. The 
torch as here given is in the middle, three masks being on each side. 
How it appears in the manuscripts is uncertain. Mme. Dacier, Les 
Comédies de Terence, traduites en Frangois, Ed. Il, T. I (Preface, 
p. xxxii), says that the torch is beneath the masks and at one side. 
D’Agincourt had the Vatican MS. before him, Mme. Dacier had the 
Paris MS. According to one account, the masks follow each other 
in the MSS. in the order in which the characters enter.*| What the 
meaning of the torch is, and why it should appear among the masks, 


1 Λαμπυρίς and Λαμπάς were names of meretrices, Ath. XIII, 583, and Naevius 
seems to have written a play called Zampadio (see Varro, L. L. VII, 107). 
Cf. the name Phanium in the Phormio. Menander wrote a play called Φάνιον 
(Ath. XIII, 567). If a character by the name of Λαμπάδιον appeared in many 
plays under similar circumstances, the name might conceivably become a sort of 
by-word. This is far from probable, however. It may be thought a possibility that 
the word δράματος in Heliodorus refers not to the drama in general, but specifically 
to the adventures of Theagenes and Charikleia. In that case, λαμπάδιον δράματος 
would mean, not a dramatic torch, but the torch of the action. If this is true, we 
should expect to read λαμπάδιον τοῦ δράματος. Even then, λαμπάδιον would still 
need explanation. 

2 But see p. 43. 

8 For the literature on the subject, see A. Miiller, Bihnenalt., p. 1993. The 
publications of De Berger, Fortiguera, and Von Coquelines I have not seen. 

4 Leo, Rhein. Mus. XX XVIII, 1883, p. 3357. 
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no one has yet determined. Mme. Dacier (1, Preface, p. xxxii), 
unable to explain it, concluded that it was not a torch at all, but a 
pair of flutes. Wieseler (p. 66) thought it might possibly be a 
Bacchic symbol, but was unable to explain its presence among the 
masks. Whether Mme. Dacier was right or not in her conjecture, 
can of course be determined only by an examination of the MSS. 
themselves. The representation from the Vatican MS. given by 
d’Agincourt and Wieseler bears no resemblance to a pair of flutes, 
nor does that given by Mme. Dacier herself from the Paris MS. 
Wieseler’s suggestion would apply rather to the Greek comedy than 
to the Roman. Simply as a Bacchic symbol and nothing more, we 
can hardly understand why the torch should appear here. If, how- 
ever, we can assume that there was some formality of which the 
torch was a feature connected with the production of a Greek 
comedy, and that this formality, even though its significance was lost 
or but indistinctly understood, was transferred and retained upon 
Roman soil, then the presence of the torch would perhaps become 
intelligible. Thus, we can imagine that it may have been the 
custom in the Greek theatre, at the conclusion of a piece, for one 
or more persons to come forth and make a burnt-offering to the 
god, or even to march across the orchestra with lighted torch in 
symbolic reference to Dionysus. The formality, as a formality and 
nothing more, might then be transferred to Rome. The torch in 
that case, as having an actual function to perform in connection 
with the play, would not be so much out of place among the masks. 
It would be to the end of the piece much as the prologus (who also 
appears in the MSS.) is to the beginning. 

It is certainly a coincidence that Pollux mentions a mask called 
λαμπάδιον, and that in these MSS. a torch appears among the masks. 
It could not very well be the case, however, I imagine, that the 
torch should be symbolic for the mask called λαμπάδιον. There 
is no reason why, if the mask λαμπάδιον is meant, it should not 
be drawn, like the rest, instead of being expressed symbolically. 
Moreover, the number of masks represented by Mme. Dacier 
(thirteen) is the same as the number of speaking characters in 
the Phormio (excluding the profogus and the cantor), It seems 
more probable that an actual torch appeared somewhere in con- 
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nection with the play, either in the course of the action or 
at the close. A comparison of the Terentian group of masks 
with several Pompeian groups, reproduced by C. Robert in the 
Archiiologische Zeitung, 36, Taf. 3-5 and p. 20, lends support to 
this view. Pl. III is a representation of four masks used in some 
play based on the myth of Andromeda, presumably by Euripides.’ 
Besides the masks, are represented the head of a sea-monster and, 
near the mask of Perseus, a short sword and a second article, 
which Robert makes out to be a wallet. The sword and the 
wallet undoubtedly appeared in the play as attributes of Perseus. 
Pl. V, 1 shows, in addition to four masks, a sword and shoulder- 
strap, a bag, a spear or sceptre, and a staff.? The articles are so 
arranged in the picture as to show the character of the masks. 
In Pl. V, 2, we find, besides the masks, a cithara and a wine-jar, 
doubtless attributes of a meretrix.* Similarly, in the other groups, 
more or less stage-property is represented. It is not impossible, 
therefore, that the torch in the Terence group was used by one of 
the characters in the play, either as an attribute or at some point in 
the action. 

It is noticeable that the torch appears only in connection with 
the Phormio. How a torch could have any connection with the 
action of the Pormio, or wherein this play differs so greatly from 
the other plays of Terence, it is hard to understand. If this torch 
has any connection with the λαμπάδιον of Heliodorus, it would seem 
as though it should be a feature that appears oftener than in one 
play in six. The fact that it appears in the MSS. but once, how- 
ever, does not, as Wieseler remarks,* exclude the possibility that it 
belonged to some or all of the other plays as well. It may be mere 
chance that it appears this once. 

But, whether the article depicted in the MSS. is really a torch or 
only a pair of flutes, and whether it stands in connection with any 
one of the masks of the piece or is by itself and alone, can be 
determined only by a careful examination of the MSS. themselves. 
We can at present only conjecture how a torch may have found a 


1Cf. Robert, Arch. Zeit., 36, p. 13 ff. 2 Cf. Robert, p. 20 f. 
8 Cf. Robert, p. 21. 4 Theatergeb. τε. Denkm., p. 66. 
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place in the Comedy. It may, as above suggested, have been 
brought in at the close of the play as a piece of religious formality. 
Conceivably it may have been brought in by a dumb character at or 
near the close as symbolic of the happy marriage of the lovers of 
the piece. We can believe that enough comedies may have ended 
in this way to give meaning to the words of Heliodorus.* 

Perhaps the correct explanation of our passages is furnished by 
reference to the Eleusinian Mysteries.2. The proceedings in these 
Mysteries constituted a δρᾶμα, and an important feature of the 
δρᾶμα was the appearance, toward the end, of a sudden light out 
of darkness. I give at some length, as being worthy of notice, the 
passages bearing on this latter point. Themist. in Stob. Flor., 120, 
28 (Meineke, IV, 107), τότε δὲ πάσχει πάθος οἷον οἱ τελεταῖς μεγάλαις 
κατοργιαζόμενοι. . . . πλάναι τὰ πρῶτα καὶ περιδρομαὶ κοπώδεις καὶ διὰ 
σκότους τινὲς ὕποπτοι πορεῖαι καὶ ἀτέλεστοι, εἶτα πρὸ τοῦ τέλους αὐτοῦ 
τὰ δεινὰ πάντα, φρίκη καὶ τρόμος καὶ ἱδρὼς καὶ θάμβος - ἐκ δὲ τούτου 
φώς τι θαυμάσιον ἀπήντησε. . .. Plut. de Prof. in Virt. X. (p. 81°), ὡς 
γὰρ of τελούμενοι κατ᾽ ἀρχὰς ἐν θορύβῳ καὶ βοῇ πρὸς ἀλλήλους ὠθούμενοι 
συνίασι, δρωμένων δὲ καὶ δεικνυμένων τῶν ἱερῶν, προσέχουσιν ἤδη μετὰ 
φόβου καὶ σιωπῆς " οὕτω καὶ φιλοσοφίας ἐν ἀρχῇ. ... ὃ δ᾽ ἐντὸς γενό- 
μενος, καὶ φῶς μέγα ἰδὼν. ... Cf. Themist. Or. XX, p. 235%, ἥ τε ὁμίχλη 
ἐκείνη καὶ τὸ νέφος ἀθρόως ὑπερρήγνυτο καὶ ἐξεφαίνετο ὁ νοῦς ἐκ τοῦ 
βάθους, φέγγους ἀνάπλεως καὶ ἀγλαΐας ἀντὶ τοῦ προτέρου σκότου, ᾿Αφρο- 
δίτη δὲ παρῆν δᾳδουχοῦντι. . .. Apul. Met. XI, 23, accessd confinium 
mortis et calcato Proserpinae limine per omnia vectus elementa remeavi, 
nocte media vidi solem candido coruscantem lumine, deos inferos et deos 
superos accesst coram. Mention is often made in connection with 
the proceedings of torches and of the official called δᾳδοῦχος. The 


1 The word we should rather expect, perhaps, of a real torch brought on the 
stage, is λαμπάς, and not λαμπάδιον. Still the use of the diminutive is not at all 
an insuperable objection to the theory. 

2 This explanation was suggested to me by Prof. F. D. Allen. 

8 Clem. Alex. Protrep. p. 9 (Heinsius, ed. 1688), Ano δὲ καὶ Κόρη, δρᾶμα ἤδη 
ἐγενέσθην μυστικόν - καὶ τὴν πλάνην καὶ Thy ἁρπαγὴν καὶ τὸ πένθος αὐταῖν ᾿Βλευσὶς 
δᾳδουχεῖ. Homer. Hymn. in Dem. 477, δρησμοσύνην θ᾽ ἱερῶν. Arist. Eleus. I, 
P. 256, τὰ δρώμενα. Plut. Profect. in Virt. X, p. 81, δρωμένων. And elsewhere. 

4 Aristid. I, p. 520; Lib. IV, 189; etc. 
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δαδουχία seems to have been a grade.'| And yet the passages above 
quoted would seem to suggest that some part of the initiation pro- 
ceedings was characterized by the use of torches and the presence 
of a great light. So, the critical point of a man’s life might very 
well come to be referred to as the dais of his life, and the climax 
of a δρᾶμα such as that described by Heliodorus, would, we may 
imagine, be likened to a λαμπάδιον δράματος. This theory has not 
a little to say for itself, inasmuch as phrases and words which are 
derived from religious customs and observances are just the sort of 
things which are apt to get into the everyday language and to stick 
when once there. 

And here I will leave this question at present. It is possible 
that similar phrases to those of Heliodorus and Plutarch are to be 
found in the late authors, Greek or Latin, but I have as yet found 
none such.? 


5. προαναφώνησις, προεισόδιον. 


Se "ἢ >. ΄ δὲ Ν , Ν 
244, το, καὶ ἣν ὥσπερ ἐν δράματι προαναφώνησις καὶ προεισόδιον τὸ 
,ὔ 
γινόμενον. 


For discussions of this passage, I refer to A. Miiller, Bihnenalter- 
thiimer, p. 366, and Rohde, Rhein. Mus. 38, p. 265 ff. 


6. ἐπεισκυκλέω. 


63, 7, ἐπεισόδιον δὴ τοῦτο, οὐδέν φασι πρὸς τὸν Διόνυσον, ἐπεισ- 
κυκλήσας. 


The technical word for ‘rolling’ a person into the presence of 
the spectators was ἐκκυκλέω: Ar. Thesm. 95; Ach. 408, 409. The 


1 Cf. Theo. Smyrn. Math. I, p. 18 (Lobeck, Aglaoph. I, p. 38). 

231 will make mention of one further idea that has occurred to me. The fact 
that the word κορωνίς is used by both Heliodorus and Plutarch, combined with the 
further fact that there was apparently a something called κορωνίς which was of 
the nature of a closing flourish to book or chapter, suggests that the λαμπάδιον 
may also have been a scroll of some sort. For the xopwvls, consult Birt, Das 
antike Buchwesen, pp. 102, 444, 468; Schwarz, de ornamentis librorum apud veteres 
usitatis, 2d dissertatio, paragraph xvi. 
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opposite of this action was of course expressed by εἰσκυκλέω : Ar. 
Thesm. 265. This technical use of the words probably continued 
as long as the theatre continued. Cf. Philost. Vit. Ap. VI, 11, 


Pp. 245, -.. ἣν és τὸ πρόσφορον ᾿Ινδοὶ στείλαντες ἐφ᾽ ὑψηλῆς τε καὶ 
θείας μηχανῆς ἐκκυκλοῦσιν (not, of course, of the ἐκκύκλημα proper). 
Clem. Alex. Protrep. p. 9, τοὺς... θεοὺς ... οἷον ἐπὶ σκηνῆς τοῦ βίου 


. ἐκκυκλήσω. Sometimes, however, the words were used less 
technically, and the point of view taken was rather that of the 
auditorium than that of the σκηνή. So εἰσκυκλέω is often used much 
like ἐκκυκλέω, and that as early as Lucian at least. Cf. Luc. Philops. 
29, kal τὸ TOD λόγου, θεὸν ἀπὸ μηχανῆς ἐπεισκυκληθῆναί μοι τοῦτον ᾧμην 
ὑπὸ τῆς τύχης. The change is of course quite natural. The word is 
used similarly by Aristophanes himself where the reference is not 
directly to the theatre; cf. Ar. Vesp. 1475. Then often metaphor- 
ically: Luc. de hist. cons., 13; deor. conc., 9; Ath. VI, 100; etc. 
Pollux calls the machine on which the ἐκκύκλημα rolled, the 
εἰσκύκλημα (IV, 128). 


7. παρεγκύκλημα. 
186, 28, ἕτερον ἐγίνετο παρεγκύκλημα Tod δράματος ἡ Χαρίκλεια. 


This passage has been discussed by A. Miller, Philol. 23, p. 33149. 
Cf. also Droysen, Quaest. de Arist. re scaen., p. 25 ff. 


8, ἐπεισόδιον. 


Heliodorus uses the word ἐπεισόδιον three times, each time of an 
action or narrative which forms a whole by itself and may be looked 
upon as a sort of digression or interruption to the main action or 
narrative. So in 63, 7, ἔλαθες γάρ με μικροῦ καὶ εἰς πέρας τῷ λόγῳ 
διαβιβάζων, ἐπεισόδιον δὴ τοῦτο, οὐδέν φασι πρὸς τὸν Διόνυσον, ἐπεισ- 
κυκλήσας, the ἐπεισόδιον is a digression from the main story. In 11, 26, 
οὐκ ἐν καιρῷ γένοιτ᾽ ἂν ἐπεισόδιον ὑμῖν τῶν ὑμετέρων τὰ ἐμὰ ἐπεισφέρειν 


1 Heinsius reads ἐγκυκλήσω, but ἐκκυκλέω and ἐκκύκλημα are often written with 
a yin the MSS. Cf. A. Miiller, Béhnenalt, p. 1475. This is due perhaps to a 
confusion of sound combined with a change in the point of view similar to that 
mentioned above. 
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κακά, Knemon’s narrative is referred to. In 185, 15, καινὸν ἐπεισό- 
διον ἐπετραγῴδει τοῖς δρωμένοις, ὥσπερ εἰς ἀνταγώνισμα δράματος ἀρχὴν 
ἄλλου παρεισφέρουσα, the scene is the fight about the walls, which 
is pictured in the writer’s mind as a stage action (cf. 185, 12, ἡ πόλις 
δὲ ὥσπερ ἐκ θεάτρου, etc.). ἐπεισόδιον refers to the turn given to 
affairs by the unexpected arrival of Kalasiris. Heliodorus seems, 
however, to have been not quite clear in his mind as to what he 
wished to say; ἀρχὴν ἄλλου (δράματος) is something quite different 
from ἐπεισόδιον. Can we believe, as the words would seem to 
suggest, that there were still ἀγῶνες at the time? For further 
evidence on dydves in the time of the Emperors, see A. Miller, 
Biihnenalt., p. 313 ff. 


ch 
9. τραγῳδέω. 
τραγῳδέω is used once, quite regularly in the sense 20 represent. 
48, 6, ἑτέραν καθ᾿ ἡμῶν σκηνὴν ᾿Αττικὴν καὶ ἐν Αἰγύπτῳ τραγῳ- 
δήσουσα. 
> - 
το. ἐπιτραγῳδέω. 
a) ἐπιτραγῳδέω is used, as elsewhere in late Greek, meaning 2 
utter in a tragic manner, to rant, 
6, 25, ἣ μὲν ταῦτα ἐπετραγῴδει. 198, 17, ἡ δὲ ἐπετραγῴδει. 
The reference in each case is to a long tragic lamentation. 


δὴ) Elsewhere the ém- has the force of 2 addition. 
69, 7, ἐπετραγῴδει τούτῳ τῷ δράματι καὶ ἕτερον πάθος 6 δαίμων. 
185, 15) καινὸν ἐπεισόδιον ἐπετραγῴδει τοῖς δρωμένοις. 


Σ᾽ ᾧ 
II. τραγικος. 
The word presents no uncommon uses. 
4 a x € , Ν » , rd = 
@) 129, 4, ὥσπερ σκηνὴν τὰ ἡμέτερα Kal δρᾶμα πεποιημένος. τί οὖν 
οὐχ ὑποτέμνομεν αὐτοῦ τὴν τραγικὴν ταύτην ποίησιν ; 
δὴ 187, 22, καὶ ἀγὼν ὁ δι αἵματος κριθήσεσθαι προσδοκώμενος εἰς 
κωμικὸν ἐκ τραγικοῦ τὸ τέλος κατέστρεφε. 
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The reference is to the hand-to-hand contest, which, instead of 
turning out seriously, had an unexpectedly happy ending. κωμικόν 
= having such an ending as comedies have, 2.6., a happy ending. 


XN Ν ἣν a 
ὦ 194, 18, εἰ τὸ τραγικὸν τῆς οἰκήσεως Kal ὑπέρογκον Kal πρὸς κακοῦ 
γενησόμενον αὐτοῖς ὑπείδοντο. 


The house to which the lovers were conveyed was destined to 
play an unfortunate part in their lives. 


@) 41, 17, τραγικόν τι καὶ γοερὸν . . . βρυχώμενος. 


/, 
12. τραγῳδός. 


11, 25, τὸ τῶν τραγῳδών. 


δί 
13. κωμῳδία. 
62, 5, ὃ Διόνυσος . . . χαίρει μύθοις καὶ κωμῳδίας φιλεῖ. 


Mention has already been made of this passage above (p. 7). 


14. κωμικός. 


187, 22, εἰς κωμικὸν ἐκ τραγικοῦ. See above, under τραγικός. 


15. προσωπεῖον. 


259, 13, ὄψιν ἀνδρὸς εἰς ἀκρίβειαν ὥσπερ τὰ προσωπεῖα σοφιξζόμενον. 
64, 23, οἱονεῖ προσωπεῖον αὐτὴν ὑπῆλθε (ὃ δαίμων). 286, 7, ὥσπερ 
προσωπεῖον τῇ κόρῃ ταῦτα περιθεὶς ἐντρυφᾷ. 

The idea in the last two passages is that of the god working 
through the agency and under the disguise of a person. 


16. σκηνογραφέω. 
310, 11, ὁρμῆς θείας, ἢ σύμπαντα ταῦτα ἐσκηνογράφησεν. 


The word here means represented as on the stage. It is the only 
case known to me in which the word has this meaning, though 
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it is not unlikely that it occurs elsewhere. The use is quite 
parallel to σκηνή used of a spectacle, noticed above (p. 30). Similar 
is σκηνογραφική, following. 


17. σκηνογραφική. 
187, 20, σκηνογραφικῆς ἐπληροῦτο Oavparoupyias. 


The people, as they looked at the scene passing before them, 
were filled with admiration and wonder, as if they were the spec- 
tators of a grand spectacle in the theatre. 


18. σκηνοποιία. 


289, 10, οὐ μὴν εἰς τὸ παντελές ye ἐξεκρούσθη τῶν πρακτέων, ἀλλ᾽ 
ὀλίγον ἐπιστάς, τόν τε δῆμον κατοπτεύσας ἀπὸ τῶν ἴσων παθών κεκινη- 
μένον, καὶ πρὸς τὴν σκηνοποιίαν τῆς τύχης bp ἡδονῆς τε ἅμα καὶ ἐλέου 
δακρύοντας. . 


Liddell and Scott explain the word thus: ‘/reguent change of 
fortune, as if she was one of a nomad tribe.’ σκηνοποιία sometimes 
means “nt-pitching, as in Polyb. 6, 28, 3, ἔστι δ᾽ 9 τε τῶν ἱππέων καὶ 
τῶν πεζῶν σκηνοποιία παραπλήσιος. It seems more likely, however, in 
the present case that the word refers to the fondness of τύχῃ for 
making of the lives of mortals a theatrical spectacle. In Julian, 
Or. VII, p. 216 Ὁ, the word means a theatrical display: μετὰ τῆς μύθων 
σκηνοποιίας. Cf. also 217A. τύχη plays a prominent part in all the 
Greek novels ; cf. Rohde, Gr. Rom., p. 276 f£., 3781, 4367, etc. Also 
the δαίμων. Both the δαίμων and τύχη are conceived of as the moving 
agencies of δράματα; eg. Hel. 69, 7, ἐπετραγῴδει τούτῳ τῷ δράματι 
καὶ ἕτερον πάθος ὃ δαίμων, and Ach. Tat., I, 3, ἤρχετο τοῦ δράματος 
ἡ τύχη. ΟΕ, also Chariton, IV, 4, ἐπεὶ δὲ ἡ φιλόκαινος τύχη δρᾶμα 
σκυθρωπὸν ὑμῖν περιτέθεικε. ... The figure was probably a familiar 
one. It occurs again in the Byzantine historian Theophylactus, 
IV, 6, φέρειν τῆς ἀπαισίου τύχης τὰ δράματα. Heliodorus gives no 
evidence of a fondness for military metaphors, 


1Cf. also Theod. Prod. VI, 180; VIII, 379, 493; Plut. de Gen. Socr. 30 
(Moralia, 596). 
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19. μηχανή. 


μηχανή is used, as elsewhere, of a sudden or unexpected event. 
The passages follow: 


45, 10, καθάπερ ἐκ μηχανῆς. 133, 22, καθάπερ ἐκ μηχανῆς. 185, 
18, ὥσπερ ἐκ μηχανῆς. 270, 18, καθάπερ ἐκ μηχανῆς. 281, 26, ἔκ τινος 
μηχανῆς. 284, 23, οἷον ἐκ μηχανῆς. 310, 30, καθάπερ ἐκ μηχανῆς. 


Note to Page 34. 


Since this article was printed, the Classical Department of Harvard University 
has received a complete set of photographs of the Vatican miniatures illustrating 
the Phormio. These miniatures are reproduced in the libretto (Zerent? Phormio, 
translated by M. H. Morgan, Cambridge, 1894) to the Latin play recently brought 
out in Sanders Theatre, Cambridge. By the courtesy of the Department, I 
am enabled to say from personal examination of the original photographs that 
the article which Mme. Dacier conjectured to be a pair of flutes, is (as far at least 
as the Vatican MS. is concerned) without the least doubt a torch, and not a pair 
of flutes ; and that the torch, as represented in the armarium, is by itself on the 
lowest shelf and nearly beneath the middle of the shelf above. 


